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ABSTRACT 
In this study, I examined constructions of gender held by high school choral 
directors through four qualitative case studies, to see what, if any, gender biases were 
held by the directors and how, if at all, these biases affected their classroom behavior. 
The participants included two men and two women, each in different stages of their 
teaching careers, ranging from three years to over 30 years and nearing retirement.  
I conducted interviews to gather information about each director’s background 
and experience. I then observed each director working with a mixed ensemble and a 
single-sex ensemble. After directors had an opportunity to review transcripts from 
interviews and observations, I conducted exit interviews.  
The data revealed several themes around power, male dominance, and gendered 
language. I found that all of the directors displayed forms of gendered language and 
stereotypical masculinity in interactions with their choirs. For example, the directors felt 
they needed to connect with boys in their program through the use of sports analogies. 
One director in particular displayed blatant male-dominant attitudes in his treatment of 
his women’s choir, and all directors faced challenges of recruitment due to the effects 
  vii 
that school scheduling structures had on their programs. Analysis of the data suggested 
that choral directors’ constructions of gender, whether conscious or unconscious, 
influenced decisions regarding repertoire, teaching strategies, and language used in the 
rehearsal room. If teachers have a better understanding of the ways their own 
constructions of gender may affect student learning, they will be better equipped to 
modify their teaching to promote a more affirming learning environment. 
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CHAPTER 1: GENDER IN THE CHORAL CLASSROOM 
Gender is implicated in issues of equality and equity, both of which have been 
raised most recently in the light of current events such as the #MeToo movement 
concerning sexual harassment, and renewed calls for equal pay and equal opportunities 
for women. As a woman and mother of two daughters, I seek to do what I can to 
encourage them to strive for anything they want to do. I also want to engage in these 
important conversations about gender so that my daughters might have every opportunity 
in life they wish to pursue.  
“Gender is inherent in all aspects of the music education profession” (Gould, 
2004, p. 67). Gender is always present in the classroom, whether or not it is a focus of 
concern, yet I believe it is important to discuss in the choral classroom for several 
reasons. “Gender is a demographic that binds all schools and challenges all educators” 
(Banks & Banks, 2013, p. 107). Many choral programs still offer sex-specific choirs for 
good pedagogical reasons. Adolescent singers experience many vocal challenges during 
middle school and even into early high school years. It can be extremely helpful to have 
the boys and girls separated into sex-specific classes so the teacher may address these 
unique vocal challenges in the classroom; however, this creates the challenge of where to 
place transgender or gender non-binary students. If a high school program has enough 
boys to warrant a men’s chorus, many of them learn and perform TTBB music for 
changed voices, which may not be the best setting for a boy whose voice has yet to 
change. If the teacher places an unchanged male voice in women’s choir where his voice 
may blend, his gender does not “fit.” If he is placed in men’s chorus his gender may fit, 
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but his voice sticks out singing an octave above the others. 
 These are all important discussions to have and decisions that choral educators 
must make routinely; however, gender goes beyond issues of enrollment and student 
placement. Perhaps a more important consideration than placement is how teachers 
interact with students and what influences those interactions. Also important is the effect 
on students as a result of those interactions and whether they feel affirmed or devalued as 
individuals. The purpose of this research is to explore how teachers of different genders 
interact with students of different genders––more specifically, what constructions of 
gender might teachers hold, and how do those constructions affect interactions with their 
students? 
One problem in researching gender may be found within people’s constructions of 
gender––that is, how they perceive or define what it means to be a girl, boy, man, 
woman, or gender non-binary person. This construction may include expected behaviors 
such as how a person should dress, speak, or act. A common example of this construction 
in education is expecting female students to be quieter and more studious than male 
students. Construction of gender includes the way that a person defines the differences 
between men and women (I would add other genders that do not conform to the binary of 
man/woman)––“to what extent these differences reflect the way men and women 
essentially are, and to what extent they result from how we think men and women differ 
from each other because of gender stereotypes” (Ellemers, 2018, p. 2, emphasis in 
original). Examples of gender stereotypes include the notion that women are more caring 
and nurturing than men, or that men are more assertive than women. Gender stereotypes 
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may lead to gender bias, defined as treating men and women differently based on their 
gender (MacMillan Dictionary, n.d.). 
In my research, I sought to find out 1) if choral directors held gender biases and 2) 
if those biases influenced their teaching. For example, I wanted to know if choral 
directors tended to choose sea chanties and repertoire about masculine behavior for a 
men’s choir because they believed the boys would not want to sing love songs, or if 
choral directors spoke more gently to a women’s choir or were more demanding when 
teaching men’s choir because they believed that girls were not able to handle criticism. 
Although I believe that it is imperative to dialog about gender in ways that go beyond 
male/female and man/woman dichotomies (which I discuss in Chapter 1), much of the 
literature confines discussion to this binary, and all of the participants in my study 
identified as either male or female. It follows that much of the discussion in this 
dissertation is presented within the male/female binary.  
Gender and Choral Music Education 
Studies on gender may be found in nearly every subject area, and music education 
is no exception. The definition of gender and what it means to be a boy or girl, man or 
woman, is changing as society at large changes, and as people begin to understand that 
there are many ways to think about gender, including other, non-binary constructions. In 
this dissertation, I use Butler’s (1988) definition of gender as being “in no way a stable 
identity or locus of agency from which various acts proceed; rather, it is an identity 
tenuously constituted in time––an identity instituted through a stylized repetition of acts” 
(p. 519, emphasis in original). Connell (2009) discussed in great detail how gender is 
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situational; expectations of what it means to be feminine or masculine can change 
depending on the social situation involved. For instance, there are times when gender is 
emphasized, and times when gender is de-emphasized. Connell (2009) gave examples 
from an educational setting. In the traditional teaching setting, the teacher is at the front 
of the room demanding attention from the students. Boys and girls are “in the same boat” 
(p. 14) because the basic division is between teacher and pupil, so gender is de-
emphasized; however, if the teacher then begins a debate-style lesson where the boys are 
competing against the girls, then gender is emphasized.  
Similarly, gender may be emphasized or de-emphasized in choral music 
education. Gender is emphasized in the case of ensemble classes divided into Men’s 
Chorus and Women’s Chorus. The names alone suggest who may participate in the class. 
Even in a mixed chorus, gender may still be emphasized if the teacher calls upon singers 
as “men” and “women” or “boys” and “girls” as opposed to addressing students by voice 
parts (soprano, alto, tenor, bass). In the latter example, division by voice part de-
emphasizes gender.  
The very structure of the typical choral rehearsal is gendered in that the director 
holds most of the power (gendered as male) and makes the decisions about what is sung, 
how it will be sung, and who will sing it, whereas the singers are subordinate or gendered 
as female (O’Toole, 1994a). The common view of this power structure is itself a 
gendered perception––that the power lies with the male, and the female is subordinate. I 
contend this current structure may be harmful to the students in the classroom, as it has 
the potential to silence the singers, regardless of their gender identity. Placing all of the 
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power solely with the director does not provide leadership or creative opportunities for 
the singers to learn and grow as musicians. Teaching choral music should not be only 
about the singers simply following the directions of the teacher. I do not believe the 
purpose of making choral music is to create robots out of students who regurgitate notes 
and rhythms. Choral directors should teach some of the theory or the “why” behind the 
instructions they give––discuss why a Bach cantata is performed with a particular 
articulation. Teach the students how their vowel shape affects the sound. Better yet, let 
the students listen and decide which sound is better among a variety of vowel shapes. 
Gender should be studied from many different perspectives, and teachers’ perceptions of 
gender should be studied in many different situations (Jorgensen, 2008).  
Statement of the Problem  
In the United States, choral music education seems to be stuck. Although there 
have been changes to the curriculum to expand choral repertoire to include more world 
music and popular music (Hess, 2014), the overall method of teaching choral music and 
running a rehearsal has not changed. The director typically makes the decisions about 
who sings, what is sung, and how it will be performed (Hess, 2014; O’Toole, 1994a). The 
singer is subordinate to the director.  
Most choral method textbooks are written in a “how-to” fashion which assumes 
that the methods are universal and will work for every teaching situation (Koza, 1994). 
These texts have the opportunity to reinforce or disrupt dominant discourses (Koza, 
1993-94). Koza (1994) conducted a survey of choral method texts published between 
1982 and 1992, 27-37 years ago, and most of the texts she analyzed are still used in 
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university choral music education programs today. Some of the texts have been published 
in updated editions, but little has changed in the overall material presented in the books, 
indicating how little has changed in choral music education. Choral methods textbooks 
address teaching the “universal singer.” This universal singer has no gender, race, socio-
economic status (Koza, 1994), or other defining characteristics besides age and vocal 
range. As a result, teaching methods and practices do not support all students. The 
“universal singer” may be indicative of what Elliott and Silverman (2015) discuss related 
to music as a “work” of music (p. 66). If music is defined only as the work itself, it is “a 
collection of context-free objects” (p. 66). This does not allow the listener, or performer 
for that matter, to connect the music to anything in his or her own life experience, 
“blocking out all personal, social, cultural, political, or any other contextual details of the 
work” (p. 67). I wonder if one can truly separate one’s personal experience of music from 
everything else in the world.  
New choral directors may develop some of their expectations about students from 
what they read and learn in their university choral conducting and methods classes. I 
conducted a simple Google search to survey syllabi for these classes to examine what 
textbooks are being used. This was not an exhaustive search and textbook analysis was 
not a part of my study’s design; however, I found it interesting that many of the current 
classes are using the same textbooks I did when I was an undergraduate twenty years ago. 
Apple (1991) claimed that textbooks “participate in creating what a society has 
recognized as legitimate and truthful” (p. 4). If this is true, then textbooks participate in 
the promotion of gender biases and mythical concepts such as the “universal singer.” 
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In reviewing Robinson and Winold’s (1992) The Choral Experience: Literature, 
Materials, and Methods, Brinson’s (1996) Choral Music: Methods and Materials, and 
Phillips’ (1992) Teaching Kids to Sing, I found that the only mention of gender was in the 
context of adolescent voice change. Both Phillips (1992) and Brinson (1996) dedicated 
more discussion to the male changing voice than the female. Phillips (1992) also 
mentioned gender in terms of classroom management saying, “Girls tend to be 
emotionally high-strung, while boys affect a more ‘cool’ or passive attitude” (p. 75). I 
find this statement to be a gross generalization of adolescent girls and boys and biased 
against girls.  
Overall, the Robinson and Winold (1992) text focused on characteristics of the 
director and the music itself and did not address the singers as people at all. Robinson and 
Winold stated,  
Among the qualities that make a choral group successful in the 
performance of choral music of all periods are a vital and flexible tone 
quality, a clear enunciation of the vowels and a crisp articulation of 
consonants, and clean ensemble singing. (p. 71)  
They never mentioned engaged singers who invest in the music performed, or anything 
else about the “individual singer” mentioned periodically throughout the text. They 
insisted that a successful performance is “the result of systematic attentions to musical 
detail” (p. 72); no mention or any attention is given to the singers as people. Robinson 
and Winold’s discussion of rehearsal plans focused solely on the music and only 
mentioned the singers’ need to warm up their voices (not even a physical warm up). This 
text assumed all choirs are SATB, as it did not provide any seating chart ideas for treble 
or basso choirs. 
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Although the textbooks mentioned above did not address gender in meaningful 
ways, that does not mean they represent best practice despite their continued common 
use. “Talk of generic students and generic teachers eclipse(s) discussions of diversity, 
specifically of gender” (Koza, 1994, p. 70). Koza found that when gender was mentioned 
in the books and articles she reviewed, most of the space was devoted to issues 
concerning males, such as changing voice or recruitment and retention of boys in the 
choral program. If females were mentioned, it was usually only a sentence or two about 
when and where females have sung historically and a small acknowledgement that the 
female voice experiences a change in adolescence. This clearly shows the dominance of 
the male experience in choral music education, a field that is predominantly female 
populated.  
When gender is not acknowledged in the choral rehearsal in language and 
teaching practices, this may result in disadvantage to both boys and girls. For example, if 
the director rehearses all of the ensembles using the same strategies and does not 
recognize the need for boys to be more physically active or constantly addresses the 
women’s chorus as “you guys,” the director is, unintentionally perhaps, leaving those 
students out, erasing them. O’Toole (1994a) wrote about often feeling out of place as a 
singer in choirs.  She explained that “the conventions of choral pedagogy are designed to 
create docile, complacent singers who are subjected to a discourse that is more interested 
in the production of music than in the laborers” (p. 66). This suggests that choral music 
education must shift from being music/performance focused to student/singer focused. 
This means teachers ought to acknowledge differences among the students in the 
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classroom, including their gender. 
Gender is ever present in the choral classroom, and teachers’ constructions of 
gender influence how they teach their students. I am interested in teachers’ gendered 
expectations of their students and how these expectations may shape repertoire choices 
and pedagogical approaches. The way these constructions influence teachers may be 
detrimental to all students in the classroom; however, if the teacher is aware of the 
constructions and the influence of such constructions, this may be advantageous to 
students. For example, if a teacher holds the bias that boys need more attention and 
instruction than girls, the girls may receive inadequate attention and thus not reach their 
potential; however, if the teacher is aware of this bias, he or she may decide to divide the 
ensembles into men’s and women’s chorus for the expressed purpose of providing an 
environment for the boys to receive more concentrated attention and instruction, while 
also providing a class for the girls to receive concentrated attention and instruction that 
appropriately addresses their needs. The problem occurs when teachers are not aware of 
their constructions of gender and continue to make decisions or use teaching strategies 
that perpetuate systems of inequity. 
One of those systems involves the use of heteronormative discourses in choral 
music education. Jackson (2006) defined heteronormativity as the way in which 
heterosexual privilege is present in small, unobtrusive ways in everyday life, meaning 
that what is considered “heterosexual” must be also considered “normal” (Sumara & 
Davis, 1999). Heteronormative discourse supports an unspoken assumption that 
heterosexuality is the norm in culture. This discourse is most easily identified through 
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language used in the classroom (such as assuming all the students in Men’s Chorus enjoy 
singing a love song to a girl) and the current structure of many choral programs 
(ensemble division into Men’s and Women’s chorus). As previously discussed, such a 
division may be an advantage pedagogically for students who identify as male or female; 
it may also preclude transgender or gender non-binary students from participating in the 
choral program or feeling accepted in the program if they choose to participate. Men’s 
chorus is traditionally voiced with tenors and basses. A student transitioning from female 
to male may not have a tenor or bass range yet, so the director must decide where that 
student should be placed.  
Another example of heteronormative structures in choral ensembles is the 
tradition of men wearing tuxes and women wearing gowns. Again, this practice may 
preclude participation by a transgender or gender non-conforming student who may not 
be comfortable in either of these traditional uniforms. A less obvious example of 
heteronormative structure is the language used in instruction. A gender non-conforming 
student may not be comfortable with heteronormative language, such as addressing the 
class as “boys and girls” or “ladies and gentlemen.”  
Change is never easy, but that does not mean we should continue to do things to 
avoid the discomfort of facing what is wrong in education. For decades, feminist 
educators such as Roberta Lamb, Julia Eklund Koza, Patricia O’Toole, and Elizabeth 
Gould, among many others, have published articles and books to trouble the profession of 
education concerning gender (Gould, 2009). They have shed light on problems of how 
women are viewed in education (particularly in the male-dominated field of band 
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directors) (Gould, 2007), how girls and women are left out of music textbooks (Koza, 
1992), and self-perceptions of boys and girls in elementary music (Green, 2002), to name 
a few areas of research. Although some issues of equity among the sexes have been 
addressed in education, “the persistence of other issues related to feminist concerns, such 
as heteronormativity, whiteness, and abjection, indicates that larger goals remain largely 
unfulfilled” (Gould, 2011, p. 131). 
Many studies have examined teachers’ constructions of gender of themselves and 
their role as teacher (Acker, 1989; Acker, 1995; Bartleet, 2008; Cooney & Bittner, 2001; 
Francis, 2008; Fratt, 2004; Gould, 2007; O’Toole, 1994b; Richardson, 1992; Roulston & 
Mills, 2000) as well as students’ constructions of gender of themselves (Freer, 2012; 
Green, 2002; Harrison, 2004; Ramsey, 2013; Sweet, 2010), but little has been studied 
concerning how teachers’ constructions of gender of their students affect how they teach. 
Within this study, I define gender construction as the expectations a person has about 
another person or themselves based on their gender; however, as will be discussed in 
more detail later, defining gender is not simple. Gender is often defined by cultural 
expectations of performance (Butler, 1988). These constructions and definitions may 
include gender stereotypes, but they may not. In my research, I sought to shed light on 
how teachers’ constructions of gender may have affected how they teach. In other words, 
I sought to discover whether a teacher’s expectations of girls and boys in choir affected 
how he or she taught girls and boys. The research problem, therefore, emerged from 
teachers’ ongoing assumptions about their students based on gender; these assumptions 
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affected teachers’ behavior in the classroom, as well as their decisions about music and 
curriculum. 
Rationale for the Study 
Some aspects of gender studies may be analogous to those of critical race theory. 
Critical race theorists argue that blurred racial distinctions in the United States have 
created a type of colorblindness. “The color-blind or race neutral perspective holds that in 
an environment where institutional racism and discrimination have been replaced by 
equal opportunity, one’s qualifications, not one’s color or ethnicity, should be the 
mechanism by which upward mobility is achieved” (Gallagher, 2003, p. 23). 
Colorblindness has been described as an ideology based on the belief that by ignoring 
race, everyone is treated equally, and racism is thereby eliminated (Gallagher, 2003). 
Similar attitudes exist with regard to gender. My study was inspired by a study conducted 
by Roulston and Misawa (2011), who suggested that some people assume gender issues 
no longer exist in music education, creating a type of gender blindness. In most public 
schools, elementary general music classes are coeducational. According to Houston 
(1985), “equality” and “fairness” means males get more attention (p.127). Houston also 
stated that our society is naturally so biased that teachers cannot even tell if they are 
giving boys and girls an equal amount of attention in the classroom.  
 Houston (1985) used the term gender-free when speaking about an educational 
environment that attempts to create equal opportunities for boys and girls. Gender-free in 
the strong sense actively attempts to disregard gender by removing gender differences to 
create a form of gender blindness, and in the weak sense, gender is simply ignored. 
  13 
Referring to The Nation's Report Card: Arts 2008 - Music and Visual Arts, Keiper, 
Sandene, Persky, and Kuang (2009) observed that by eighth grade, girls outperformed 
boys in test scores in music. This conclusion led Roulston and Misawa to study music 
teachers' constructions of gender in relation to teaching elementary general music. 
Roulston and Misawa (2011) wanted to “identify and improve structures within schooling 
that have produced inequitable outcomes for boys and girls” (p. 4). Similarly, I wanted to 
know whether or not secondary choral directors felt they needed to give more attention to 
the boys in their programs, or if they felt they taught them differently in order for them to 
succeed. 
Out of the six teachers in Roulston and Misawa’s case studies, three rejected the 
concept of gender as relevant to their work, thus demonstrating the sort of gender 
blindness about which Houston (1985) wrote; the other three discussed in great detail the 
impact gender had in their work and on their concept of their professional selves. The 
three participants who rejected gender as relevant were all women. One woman, Carole, 
had experience at all levels of teaching, elementary through college, and spoke about 
“experiencing discrimination as a woman in her years as a middle school band director, 
although she pointed out that people who treated her as the ‘wife’ of a colleague and band 
director, rather than a band director, were in the minority” (Roulston & Misawa, 2011, p. 
9). Another participant, Ellen, only looked at gender from the standpoint of academic 
outcome, where she did not see any significant difference and did not feel gender was 
relevant to her situation. The third, Fiona, did not feel gender was as important as the 
“delivery of high-quality instruction” (p. 10). Although undoubtedly academic outcomes 
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and high-quality instruction are important to classroom practice, the separation of gender 
from instruction suggests how constructions of gender may operate subconsciously. 
When pressed in the interviews to discuss gender further, each of these three participants 
resisted, stating that gender was not relevant in discussing their teaching. I wondered why 
these three teachers, who also happened to be the most experienced teachers in the study, 
found it difficult to engage in this topic.  
I was curious about whether secondary school choral directors might have the 
same viewpoint as the teachers in Roulston and Misawa’s study, especially because 
choral classes are so frequently split along gender lines into women’s and men’s choirs; 
secondary choral programs often consist of a combination of women’s, men’s, and mixed 
choirs. Roulston and Misawa recommended “seeing” gender as a relevant concept in 
music education instead of ignoring or denying it. By viewing gender as a relevant 
concept, scholars can examine how the concepts of femininity and masculinity are 
constructed by teachers and how these concepts influence identities and relationships 
between teachers and students. Although there have been studies conducted about 
teachers’ constructions of gender of themselves, as previously mentioned, and studies 
about students related to instrument choice (Conway, 2000; Delzell & Leppla, 1992), 
there have not been many studies about how choral directors’ constructions of gender 
affect their teaching strategies in the classroom or in their repertoire choices. 
In the conclusion to their research study, Roulston and Misawa (2011) 
acknowledged that the small sample size of the pilot study was “not generalisable to other 
elementary music teachers” (p. 19), and they referred to Francis (2008), who argued that 
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further research was needed on how constructions of gender influenced the ways that 
teachers worked in classrooms and ensemble rehearsals. Roulston and Misawa proposed 
further research on “the implications of teachers’ constructions of gender for (1) their 
classroom practices, (2) students’ experiences of school music programmes, and (3) the 
recruitment and retention of male teachers to elementary music education” (p. 19). My 
research adapted Roulston and Misawa's study to explore choral directors' (instead of 
elementary music teachers’) constructions of gender, and how it influenced their practices 
in the choral classroom.  
Gender and Education 
Our society is highly gendered, and the classroom is no exception (Kimmel, 
2013). One purpose of gender research in education is to improve school environments 
by pointing out how structures of teaching and learning can create inequities between 
boys and girls. Research has been conducted on many issues concerning gender and 
education. Much of it has centered around why one gender or the other is falling behind.   
In the mid-1970s to 1980s, governments became aware that girls had fallen 
behind in schooling, creating a “gender gap.” They developed policies and provided 
funding to improve “girls’ career aspirations,” to create curriculum and pedagogy that 
was more “girl-friendly,” and to ensure equal spending on both genders (Yates, 1997, p. 
338). What was missing in Yates’s article was how a “girl-friendly” curriculum was 
developed or any description of what, exactly, made it “girl-friendly.” Through the 
1990s, girls began to succeed in higher education and “catch up” to the boys. Not 
surprisingly, this began a debate about whether boys were being left behind in education 
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(Morris, 2012). Many of the boys at the urban school where Morris conducted research 
skipped classes, and only one boy from the rural school was on the honor roll. Being 
“smart,” or demonstrating academic achievement, was not considered “manly,” so the 
boys tended to disengage in educational settings. According to Morris (2012), “People 
generally assume that boys are naturally more active and aggressive, and girls are more 
restrained and passive” (p. 5), offering this as an explanation for why girls may have an 
advantage in school.  
Some scholars have made recommendations for how teachers may address these 
inequities by offering equal opportunities to both boys and girls in the classroom. Morris 
(2012) recommended changing the school culture to create new social rituals beyond 
athletics, such as visual and performing arts, and instituting GLBT and Gay/Straight 
Alliance programs to create an atmosphere of trust. Although some teachers try to 
neutralize gender in the classroom, it may be better to embrace it and connect it to 
everyday life (Kenway, Willis, Blackmore, & Remie, 1997). Gender, race, ability, and 
other differences should not be ignored. Gender is an important dimension of education; 
acknowledging it through language and curriculum can support students to be successful 
by making sure they are visible and heard in the classroom. Teachers are faced with 
differences in their classrooms every day; differences inform their decisions about how to 
teach and interact with students (McCarthy, 1999), yet gender blindness may prevent 
them from understanding how their interactions with students may create inequities in the 
classroom. 
Another approach to closing the gender gap in achievement is to separate boys 
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and girls into single-sex classes. Jackson (2002) explored whether single-sex classes 
improved achievement among British math students. Jackson’s study was focused on 
how removing boys affected the girls and vice versa. Overall, the girls in the study felt 
their scores improved because they were more confident without the boys present in 
class. Many of the boys in the study felt their achievement was not affected by the 
absence of girls; however, the climate of the classroom changed, in that the boys were not 
as well behaved and more prone to act out without the girls’ presence. What was not 
addressed was whether the teachers in these classrooms changed the curriculum or their 
teaching practices.  
Martino and Meyenn (2002) conducted a similar study with Australian students in 
English classes. This study went beyond test scores, as Martino and Meyenn also 
interviewed the teachers for their perspectives on how the single-sex classes differed 
from the coeducational classes. The researchers found that many factors influenced 
classroom environment, including how, if at all, teachers changed their pedagogical 
approaches. Themes that emerged from the data included an improved learning 
environment and increased self-esteem for both boys and girls, and the ability to enhance 
the curriculum specifically for boys and girls. Rachel, one of the participants in Martino 
and Meyenn’s (2002) study, argued that teaching a single-sex class “enabled her to 
explicitly work with boys to encourage them to reflect critically on the social 
construction of gender . . . [and] to interrogate issues of masculinity” (p. 312). What 
could not be determined was whether the difference lay in the fact that the boys and girls 
were separated or that the teacher engaged the boys in this meaningful dialogue. I wonder 
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if this dialogue would have been as effective if engaged in a co-educational classroom. 
Raider-Roth, Albert, Bircann-Barkey, Gidseg, and Murray (2008) conducted a 
study focused on how teachers’ relationships with boys affect boys’ resilience and 
connection to school work. Their findings focused on two major tensions. The first 
tension “center[ed] on teachers’ capacity to see an individual child as a multifaceted 
learner and at the same time see him as a gendered being” (p.446). The second tension 
focused on “the complexity the teachers faced of seeing the boys fully while [at] the same 
time locating their own personal history, affective responses, and pedagogical beliefs” (p. 
446). The teachers in this study expressed difficulty in discussing gender when they were 
asked to be “impassive, objective, and fair” (p. 474) and expressed worry about being 
biased in their views of their students. 
Gender and the Music Student 
There is a lack of research concerning teacher-student interactions in the music 
classroom resulting from constructions of gender. In addition to research previously 
mentioned, Cooper (1995) studied singing accuracy among children; Hargreaves, 
Comber, and Colley (1995) studied how gender affects musical preferences, and Schmidt 
(1995) wanted to know how grade level and gender affected choral students' perceptions 
of teacher feedback. 
Another aspect of gender and music education that has been studied is sexism and 
exclusionary practices against women and girls through their depictions in music 
textbooks (Hawkins, 2007; Koza, 1992; McWilliam, 2005; O’Toole, 1998) and sexism in 
children's songs (Morton, 1994). O’Toole (1998) studied the silencing of girls in choir 
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and in school in general. Although many choral textbooks devote chapters to the 
difficulties that boys experience in choir (changing voices, recruiting/retention, 
discipline), most ignore the difficulties that girls may face. Boys and girls often 
experience significant self-esteem and identity issues as they enter puberty. Robins and 
Trzesniewski (2005) attribute this loss of self-esteem to an increase in negative feedback 
from teachers, parents, and peers, as well as issues relating to body image and the “ability 
to think abstractly about one’s self and one’s future and therefore, to acknowledge missed 
opportunities and failed expectations” (p. 159). Students ages 11-14 are often prone to 
peer pressure and become sensitive to singing activities (Cooksey & Welch, 1998). Girls 
in particular also lose many opportunities in the average choral program, as they 
outnumber boys sometimes as much as three to one (O’Toole, 1998). Because so many 
girls sing, there is less concern about recruiting girls than there is about recruiting boys 
who sing; the boys are considered to be “special” because there are fewer of them in 
choral programs (O’Toole, 1994a).  
Gender and the Music Teacher 
Educators are faced with issues of race, ethnicity, exceptionality, and gender 
every day. These issues “cause us to look at the very core of our own and our students’ 
identities” (McCarthy, 1999, p. 109). There has been much research on these issues and 
their connection with music. Gould (1994, 2007), Lamb (1996, 1997), and O'Toole 
(1994a, 1997, 1998), utilizing a feminist lens, looked at pedagogical practices and 
research concerning women teachers and students in music education. Gould (2004) 
researched women as teachers through feminist critique. She believed gender was 
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intrinsic in all aspects of the music education profession (p. 67), and it should be studied 
in all these aspects. She argued the purpose of feminist critique is to examine the ways in 
which gender is ever present in our society, in order to implement change, and this is one 
of the intended goals for my particular research. Lamb (1996) also concentrated on 
women as teachers and on uncovering the difficulties women conductors encountered, 
especially if they identified as feminist.  
According to Lamb (1997), music is seen as a feminized field because it is 
considered an “other” when compared to other academic subjects. Although women 
working in music education may constitute the majority, their roles still tend to be 
subordinated to those of males. Many women do not feel they fit the mold of music 
teacher (Lamb, 1997). Lamb shared stories of women, including herself, who at times felt 
out of place in music education because of traditional gendered stereotypes, such as 
wearing dresses and makeup.  
O’Toole (1994a) took a unique look at power relationships within choirs, 
regardless of the gender of the people in the room. She suggested that gender was 
assigned by the power one had over another: the conductor was gendered male, even if 
she was a woman and the singers were gendered female, even if the ensemble was a 
men’s chorus, because they were subordinate to the conductor. She investigated an 
alternative way of “doing choir” that did not silence the talent in the room, asking how 
choir might be a collaborative experience. O’Toole raised an important point about 
whether there is a difference in power and authority held by a woman when teaching and 
conducting compared to that of a man.  
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Green (1997) chose to study classrooms, not just because of her interest in gender 
in school, but because the classroom represented a microcosm of wider society. Although 
most classroom research is context-dependent and generalizability is limited, it may offer 
insight into the society immediately surrounding a particular school. Green’s research 
was focused on British secondary music classrooms, to discover what perceptions were 
widely held about girls’ and boys’ interests and performances in music. Green was 
interested in the perceptions girls and boys held about each other, as well as what 
perceptions the teachers held about the boys and girls in their classrooms, because 
teachers are key in developing constructions of gender of both teachers and students in 
the classroom (McCarthy, 1999).  
Men and women are distributed unevenly throughout the levels of education, so it 
may appear that one sex dominates the field (Acker, 1989). Although teaching is not 
monopolized by a single sex, only 24% of all elementary and secondary teachers in the 
United States are male (National Center for Educational Statistics, 2012). Acker (1995) 
argued that women are more commonly found teaching preschool or primary grades 
because teaching is often closely associated with caring and with mothering; women are 
still viewed as natural mothers. This conclusion is an example of how a construction of 
gender (viewing women as natural mothers) affects perception about other parts of life, 
such as appropriate career choices (women as good preschool or primary school 
teachers). In fact, the survey cited previously found that 89% of elementary teachers are 
female, whereas only 58% of high school teachers are female (National Center for 
Educational Statistics, 2012). Gould (1994) argued that especially in music, more status 
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is given to teachers of upper grade levels and thus more men are found in these 
classrooms. Teaching is also not a traditional career in the sense of promotion 
(Richardson, 1992). Teaching upper grade levels is not considered a promotion. In some 
cases, the pay scale is the same; however, time requirements may differ. Most teachers, 
both men and women, teach a variety of grade levels within their subject areas 
throughout their careers. Many women cannot afford to take a break from their careers to 
raise a family, so they elect to change to a teaching position with fewer time constraints, 
which could also contribute to more women teaching in early education (Acker, 1992).  
Male teachers face challenges as well. Just as women are often viewed as the 
“other” in traditionally masculine fields such as business and politics, men may 
experience the feeling of being the “other” in feminized fields such as education. 
American men experience a phenomenon that Beneke (1997) calls "compulsive 
masculinity" (p. 254), in which they feel that they continuously have to prove their 
masculinity. According to Beneke, demonstrating masculinity can occur through 
behaviors such as enduring stress, both physical and psychological. Men who show 
empathy or a desire to nurture (such as by becoming teachers) are often deemed to be less 
masculine than those who choose traditionally male careers (Beneke, 1997; O’Toole, 
1998). Male music teachers often feel pressured to conform to these hegemonic ideas of 
masculinity (Roulston & Mills, 2000; see the next section in this chapter for an 
explanation of hegemonic masculinity). They experience isolation and suspicions 
concerning their motivations to work with children.  
Cushman's (2008) study of male teachers in New Zealand revealed a serious 
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decline in the number of males teaching elementary school. Among the reasons for this 
decline, Cushman named a series of child-abuse cases in the 1990s, which had the effect 
of putting all male teachers under suspicion. Interestingly, Cushman cited many studies 
that found that the qualities students valued in teachers were not gender specific, but 
rather, based upon creating strong relationships; however, the cultural expectation for 
men to demonstrate their masculinity and the pressure for male teachers to be role models 
to boys in school (Mills, 2004) does not allow them to spend time building relationships 
with students. Male teachers are expected to control boys, be father figures, and coach 
sports (Mills, 2004). Many other factors play a role in the decline in male teachers, 
including gender stereotypes; homophobic and misogynistic views keep many men out of 
education (Fratt, 2004). These studies concentrated on men teaching elementary music 
classes; I explored the experiences of secondary male choral directors in my research.  
Many studies found that there was no allowance for differences among men and 
among women in the claims made about male and female teachers (Francis, 2008; 
Kenway, Willis, Blackmore, & Remie, 1997; Mills, 2004). In discussions of gender, the 
literature consistently illustrates the differences between how men and women 
communicate, think, lead, and interact with others (Carli & Eagly, 2011; Eagly & 
Johnson, 1990). Yet despite these differences, we share the same classrooms, work 
places, homes, and neighborhoods (Kimmell, 2012). All male teachers do not teach the 
same way or interact with students the same way just because they are men (Mills, 2004), 
just as all women do not teach or interact the same way because they are women. 
Although much valid research has been conducted in the area of gender and the 
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music teacher, it has focused on how the gender of the teacher has influenced his or her 
teaching. Green’s (1997) study was the only one that had some focus on gender 
perceptions that teachers held of their students, but that study did not discuss how those 
perceptions influenced teaching practices. 
Hegemonic Masculinity 
Antonio Gramsci used the term hegemony to describe the domination of one 
group over another (Rose, 1990): “It refers to the ways in which the beliefs of 
subordinate groups are controlled, shaped, manipulated and taken over, to ensure the 
status quo, i.e., the present relations of subordination and domination” (p. 18). The term 
hegemonic masculinity, defined in the mid-1980s as “the pattern of practice (i.e., things 
done, not just a set of role expectations or an identity) that allowed men’s dominance 
over women to continue” (Connell & Messerschmidt, 2005, p. 832), suggests behavior 
that is enacted and passed off as normal behavior although in reality, is not natural. For 
some men, hegemonic masculinity represents what they believe to be ideal male 
behavior. This does not necessarily mean violence, but it is supported through force and 
primarily achieved through cultural norms.  
Some contest the term hegemonic masculinity (Connell and Messerschmidt, 
2005), but the issues the term represents are important and relevant. Connell and 
Messerschmidt reexamined the concept to see if it was still relevant and possible to 
reformulate for today’s society. They determined that although the term is still used 
today, its meaning has changed, as has its applicability to different aspects of research. 
Hegemonic masculinity is reinforced through heteronormative cultures such as in the 
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United States, where heterosexual privilege is prevalent (Butler, 1990/2007; Jackson, 
2006; Sumara & Davis, 1999; Volokh, 2014). By the early 1990s, hegemonic masculinity 
had begun to be used to explain influences on the patterns of behavior displayed by boys 
in school, particularly patterns of resistance and bullying.  
Subsequent research on the subject expanded the meaning of hegemonic 
masculinity to include diversity of the definitions of masculinity related to both culture 
and class. Research has exposed mechanisms of hegemony such as the pageantry of 
professional sports, traditions of name calling among boys, and the attachment of stigma 
to homosexuality (Donaldson, 1993). Because singing is often considered a feminine 
activity, many boys are hesitant to join choir for fear they will be labeled “gay.” “Boys 
are known to be bullied if they express themselves through gender-incongruent 
behavior…if music (and particularly vocal music) is perceived to be feminine, boys who 
engage in singing will be punished” (Harrison, 2004, p. 27). Ultimately, masculinities are 
viewed as practices in social situations, just as Butler (1990/2007) suggested for gender, 
and so masculinities “are configurations of practice that are accomplished in social action 
and, therefore, can differ according to the gender relations in a particular social setting” 
(Connell & Messerschmidt, 2005, p. 836). 
Part of the dominant culture in music and formal music education includes bias 
toward music from the Western canon (Bradley, 2006; Citron, 1993). This canon consists 
mostly of music composed by privileged, White European men. Although an important 
part of Western music history, teaching only this music leaves out music from other parts 
of the world, and music composed by women (Bradley, 2006; Koza, 2001). 
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Masculinity and the hegemonic notions of masculinity are subjects that appear in 
many choral education textbooks, especially around recruitment and retention of boys in 
choir and repertoire choices that may aid in recruitment and retention. Koza (1993-1994) 
focused the analysis of choral music education textbooks on how males were represented 
and discussed. In order to remedy the problem of so few boys singing in choir, several 
texts recommended “restructuring the perceptions about music” (p. 51). Choral 
directors/teachers were instructed to portray singing as a manly activity. An article by 
Phillips (1985) that Koza reviewed recommended asking athletic coaches (assumed to be 
male) if they sing, as this could provide a role model for the male singers in choir, while 
another author, Roe (1983) said the athletes themselves should be recruited into choir to 
bring prestige to the program. Both Koza (1993-1994) and O’Toole (1998) found that 
choral pieces written for boys tend to be about adventure or war; the tempos are energetic 
and fast, while music for girls’ choirs are about home, marriage, and love and are slower 
in tempo with more legato melodic lines. This is all evidence of a strong hegemonic 
discourse that remains in choral music education, no matter what type of chorus one 
teaches. 
Biases and Ensemble Hierarchy 
O’Toole (1998) acknowledged the hierarchy assigned in Western society to 
differently voiced choirs. The mixed SATB chorus is usually assumed to have the highest 
rank. Most well-known major works are voiced for mixed choir. Next in the hierarchy is 
the men’s chorus. The power of the combined lower voices has been described as making 
“women swoon and men cheer loudly” (O’Toole, 1998, p. 16). Children’s choirs and boy 
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choirs are usually ranked next, mostly due to the nostalgic images they invoke. Women’s 
choruses typically represent the bottom of the hierarchy, as many times they are 
considered as a “spill-over choir” whose purpose is to accommodate the many girls 
enrolled.  
In a survey of high school choral directors in southern California, Carp (2004) 
found that 91% of directors taught at least one women’s choir, 46% taught one men’s 
choir, and 48% had two mixed ensembles in their programs. Many of the directors who 
did not have a men’s choir indicated a lack of boys as the reason. In many school choral 
programs, the women’s chorus represents the beginning group, often perceived as the 
bottom of the ranking. Such ranking sends a message about the perceived inability of 
particular students, so no one wants to be placed there (O’Toole, 1998; Wilson, 2013). 
Much of the music for women’s chorus at the high school level is about heteronormative 
love, which although beautiful, is not substantive enough to hold the interest of the 
singers or the audience for long (O’Toole, 1998).  
As a researcher, I wondered if most high school choral conductors were aware of 
these assertions, or if they agreed with them. Most school programs include a women’s 
choir because, as O’Toole pointed out, there are so many more girls who sing than boys. 
In order to balance the SATB choir, teacher-conductors create a women’s choir in lieu of 
cutting those girls out of the choral program entirely. When asked to design their ideal 
choral program, 100% of Carp’s (2004) respondents chose a combination of women’s 
and men’s choirs and mixed ensembles. A majority of those directors indicated that the 
women and men’s choirs were for beginning students; the mixed choirs represented the 
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intermediate or advanced ensembles. Wilson (2013) interviewed choral directors who had 
recently changed the hierarchy within their programs, placing a selective women’s chorus 
just behind the selective mixed chorus hierarchically. All of the directors cited the need to 
challenge the girls in the program, who were often held back by having to sing with less 
experienced boys, even in the selective mixed ensembles. Each director had to change the 
perception of the newly formed treble chorus, as girls placed there often felt inferior, 
especially those who had been moved from the mixed ensemble. Although the women’s 
chorus had “moved up” hierarchically, it remained subordinate to the mixed choir;  
however, the directors all expressed that as the year progressed, “the girls no longer saw 
themselves as the bottom of the pecking order” (Wilson, 2013, p. 3), and audience 
members were impressed with the abilities of the groups. 
Discussions of boys’ participation in choir often center on the changing male 
voice and retention of boys in choir through middle school and high school (e.g., 
Williams, 2011). Sweet (2010) interviewed middle school boys about their experiences in 
choir, including an afterschool men’s ensemble. Themes emerged around silliness, how 
other people treated them for being in choir, and their positive experiences in an 
afterschool men’s chorus. The boys shared that singing was cool and a wonderful form of 
self-expression. The boys also shared they were often teased by male non-choir students; 
however, many of them thought the teasing was a result of jealousy and insecurity on the 
part of the teasers. Ramsey (2013) dug even deeper in her examination of the culture 
developed in a men’s chorus. Through interviews with members and alumni of a high 
school men’s chorus, she explored how the experiences differed in men’s chorus and 
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mixed chorus. Themes revolved around camaraderie, character development, and the 
importance of a safe and trusting environment, because singing as an activity can make 
the participant feel vulnerable. The creation of a successful educational environment 
provided a balance between what the students wanted to learn and experience and the 
teacher’s goals for the class or, in this case, ensemble. Knowing and understanding the 
perceptions that teachers hold about the abilities of boys and girls in choir may provide 
music educators with greater awareness related to the decisions they make. 
Part of the choral director’s responsibility is to create an ensemble that will be 
well balanced in voice parts (voicing the choir) as well as in skill level. When voicing 
choirs, one cannot ignore gender. Traditionally in mixed choirs, girls sing the Soprano 
and Alto parts, and boys the Tenor and Bass parts; however, not all humans’ vocal 
development is consistent. Students’ voices, just like their bodies, mature at different 
rates (Cooksey & Welch, 1998). Adolescents experience many physical changes that are 
linked to cartilage development, which affect the vocal folds and in turn, affect the 
speaking and singing voice. One should not assume that all boys’ voices have changed by 
high school; however, many choral textbooks emphasize the notion that boys do not want 
to be labeled by treble voice parts because “no red-blooded American male wants to sing 
a ‘girl’s’ part when he is in eighth grade” (Miller, 1998, p. 86, quoted in Koza, 1993-
1994, p. 53).  
Girls experience the same types of vocal changes during puberty that boys do. 
Cooksey and Welch (1998) cite Huff-Gackle (1992) who proposed similar stages in the 
vocal development of girls to that of boys. Although many of the symptoms are not as 
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pronounced in girls, such as vocal cracking and the lowering of speaking pitch 
fundamental, they are present along with other significant challenges. Girls from 11 to 13 
years old (approximately) may experience increased breathiness, which makes singing 
difficult and sometimes uncomfortable. Between 13-15 years of age, some girls may 
experience a period of time with only five or six pitches in their range. Between 14-16, 
the vocal range stabilizes, and girls acquire a richer tone and may develop vibrato. As a 
researcher, I wanted to know if secondary school choral directors considered these vocal 
challenges when organizing their ensembles and choosing repertoire. Perhaps choral 
ensembles can be organized differently so as to create the best pedagogical environment 
for all students who participate. 
For many choral teachers, decisions based on pedagogy, as previously suggested, 
are often challenged by the school guidance department’s control of students’ class 
placement and scheduling. Class scheduling represents a complex process that involves 
coordinating classroom space and meeting minimum enrollment requirements of the 
school system, as well as meeting student preferences for classes, especially electives. 
Teachers and administrators must work together to create a master schedule that works 
best for the school as a whole community. When it comes to organizing a choral 
program, all of these factors should mesh with the best pedagogical practices and 
balanced voicing of ensembles.  
Although a wide variety of research in music and gender has been conducted, 
much of the extant research does not focus on how constructions of gender affect 
classroom teaching strategies or curricular decisions. The gap in the literature indicates a 
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definite need for this study; however, the lack of existing research is not my primary 
driving force for this study. I am drawn to this research to show that choral music 
education needs to change. The education of pre-service choral music educators, for 
example, still often draws upon textbooks written two and even three decades ago. No 
choral director should approach choral music as a work without context, nor should they 
approach their students as “raceless, genderless, and classless aggregates” (Koza, 1994, p. 
69).  
The Importance of Gender 
Although discussions of gender identity and definitions of genders continue to 
evolve and perspectives have changed over time, especially the emerging concept of 
gender fluidity, I observe that much of society still views gender in binary terms: 
male/female, man/woman, boy/girl. For example, this study did not include any teachers 
that identified as other than female or male. Although that was the situation for this study, 
it is important to discuss the possible influence gender non-binary teachers and students 
might have on teachers’ constructions of gender in the choral classroom environment. 
Studying the constructions of gender that teachers have of themselves, their colleagues, 
and especially their students, can further this discussion and lead to changing gender 
biases that affect education. For example, recently a colleague posted in a Facebook 
group: 
Our school district is changing the course catalogue to be more inclusive 
for all students regardless of gender identity. They basically listed all of 
the women's groups as treble choirs, but the men's groups they named 
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Basso Chorus. I'm not a big fan of this name . . . and I decided it might be 
time to come up with different names for all of my groups, like Chorale, or 
something of that nature. We are allowed to call our groups what we want, 
and I'm looking for ideas for next year. I want to not mention men or 
women in the name. (Green, 2016) 
Constructions of gender influence how we name music ensembles. Likewise, 
constructions of gender affect how teachers interact with their students: the language they 
use, the performance attire they choose, and the repertoire they teach. hooks (2003) 
argued that it is important to “expos[e] the covert conservative political underpinnings 
shaping the content of material in the classroom” (p. 1). Digging deeper into teachers’ 
understanding of gender stereotypes and how those stereotypes affect teachers’ behavior 
in the classroom can make classrooms, schools, and communities safer places for people 
of all gender identities. Both choral students and directors may benefit from this study 
because directors may become more aware of their language, curricular decisions, and 
teaching strategies used in the classroom. Their classrooms may become more welcoming 
and their teaching more effective. Students may benefit from a more welcoming 
environment and instruction. The field of choral music education can benefit by 
understanding more deeply the effects of constructions of gender on teaching and 
learning. 
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Purpose of the Study and Research Questions  
The purpose of my study was to examine what, if any, constructions of gender 
secondary choral directors held and how such perceptions may have influenced their 
program organization, repertoire selection, and classroom teaching strategies. 
This study investigated choral conductors' constructions of gender in teaching 
high school choral ensembles. The following questions guided the research: 
1. What constructions of gender did choral directors consciously hold about their 
students, if any? 
2. Did constructions of gender manifest in the directors’ teaching, organization of 
ensembles, and choice of repertoire, and if so, in what ways? 
3. Did the choral directors hold gender biases of which they were unaware, and if so, 
how did they manifest in the choral directors’ teaching, organization of choral 
ensembles, and choice of repertoire?  
 
Overview of the Chapters  
Chapter 2 contains the conceptual framework and literature review for this study. 
I present a brief history of feminism along with different perspectives on gender and how 
it is defined. Chapter 3 of this dissertation focuses on the qualitative, multiple case study 
methodology utilized for this research, including participant recruitment and selection, 
methods of data collection used, methods used to analyze the data, and the validity of the 
data. 
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The four choral directors who participated in the study are introduced in Chapter 
4. These introductions are followed by a discussion of the results of data analysis. 
Themes emerged from the data; each theme is defined and discussed in depth in the 
chapter. Chapter 5 presents my conclusions emerging from the data analysis, implications 
for music education and for the choral profession more broadly, and suggestions for 
future research. 
Through this study, I hope to identify ways in which the choral rehearsal 
environment might change to be more inclusive of all genders. I hope that this study 
encourages teachers to take time to examine how they perceive gender, and how those 
perceptions affect their decisions about what and how they teach. 
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CHAPTER 2: POSTSTRUCTURALIST FEMINISM, GENDER, AND MUSIC 
EDUCATION 
To analyze the discourse of choral directors with their students, I employed a 
poststructuralist feminist framework. Scott (1990) states that feminist theory challenges 
the Western philosophies that frame the world “in terms of masculine universals and 
feminine specificities” (p. 135). Patriarchal discourse goes beyond that of gender; 
patriarchal discourse defines what is considered the norm in society and––specific to this 
study––what is considered the norm in music and music education. Feminist theory puts 
language at the center of the debate over meaning, which leads to political change 
(Weedon, 1997). Poststructuralists also place language at the center of their analysis of 
power and social meanings; however, language does not have just one meaning––
meaning is constructed from the social discourse in which it is used (Weedon, 1997). 
Discourses, according to Foucault, constitute knowledge and form power relations in 
both written and oral forms, often in institutions such as schools, courts of law, and 
homes (Weedon, 1997). Various discourses promote meaning to a particular culture, 
historical period, or group (O’Toole, 1994b). For example, the cultural meaning of 
“woman” will depend on the historical period and culture in which the term is being used. 
Even the meaning of “gender” is dependent upon how, when, and where it is used. In this 
chapter, I discuss the concepts of poststructuralism, feminism, how they are combined to 
form a poststructuralist feminist framework, and how gender is constructed within that 
framework. 
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Poststructuralism 
Poststructuralism, a branch of postmodernism that emerged in the late 20th 
century, “seeks to undermine the grand narratives of modernist social organization and 
domination including capitalism, patriarchy, colonialism, and heteronormativity” (Fox, 
2014, p. 1). Poststructuralism analyzes the relationship between knowledge, language, 
and power. It views knowledge as contextual, rejecting the notion of a single truth (Fox, 
2014) and challenges modernism’s duality of knowledge, for example, rational/irrational 
(Hekman, 1990). Poststructuralism rejects the notion of dichotomous relationships 
because they imply absolute truth, allowing only one interpretation of opposites (Fox, 
2014). Dichotomous relationships create a discourse of dominance that privileges one 
pole over the opposite (Baxter, 2003).  
Baxter proposes three principles to guide the development of feminist 
poststructuralist discourse analysis (FPDA). The first principle, skepticism toward 
universal causes, asserts that there can be no absolute truths because absolute truths imply 
power. Instead, knowledge is constructed, not discovered. The second principle is that of 
contesting meaning. Poststructuralism holds that meanings are not fixed; 
poststructuralists critique the ways in which competing forms of knowledge attempt to fix 
meaning once and for all (Baxter, 2003). Social meanings are constantly negotiated 
through language and discourse. Baxter’s third principle is the discursive construction of 
subjectivity. Society does not operate in a vacuum; individuals are always subject to 
outside cultural forces or discursive practices. Individuals are not just subject to one 
discourse at a time, but to multiple discursive influences. Baxter uses the example of a 
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female student in a classroom: at any one time she is subject to competing discourses of 
gender, age, class, race, and peer group membership, as well as the expectations of the 
teacher. In choral classrooms, a female student may experience competing discourses 
from the teacher through his/her classroom talk, along with the “messages” inferred from 
the repertoire which may convey discourses related to heterosexual love, romance and 
marriage, female “proper behavior” such as demureness, modesty, and so forth. 
Poststructuralism determines how human beings create meanings and relate to 
each other and the world (Belsey, 2002). Every human experience is different, and 
individuals’ experiences within given situations influence their view of the world and 
how they interact in it. A poststructuralist view means knowing there are more truths in 
the world than one’s own and thus encourages individuals to be open to discussing and 
understanding those various truths. Music educators, along with teachers in many other 
subjects, have challenged the notion of education as a stable body of knowledge and 
skills which are unquestioningly possessed by teachers and imparted to pupils regardless 
of whether such knowledge and skills are equally useful, relevant, or valid for all pupils, 
or whether all pupils are equally capable of absorbing them (Green, Hawkins, & Burns, 
2016, pp. 2–3). 
Although many of these views have changed in recent years concerning music 
education content (what is taught), very little has been challenged when it comes to music 
pedagogy (how it is taught). So much of the new content (jazz, world music, popular 
music, and so forth) has been taught the same way as Western art music (Green, Hawkins 
& Burns, 2016). It very well could be that students are interested in the music offered in a 
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traditional secondary music program, but not how it is taught or experienced. For 
example, a poststructural choral rehearsal could be collaborative in nature. Instead of the 
traditional rehearsal structure wherein the conductor imparts his or her musical 
interpretation upon the ensemble, the conductor might elicit interpretive ideas from the 
choir members. This could be done through discussion about how the singers feel the 
phrasing of a passage, where the dynamic climax of a section lies, or by offering students 
the opportunity to teach and conduct a portion of a piece.  
Feminism 
 Feminism is political in nature, seeking to change existing power relations 
between women and men in society by challenging the patriarchal discourse, which 
defines male as the norm (Weedon, 1997). Gould (2004) defined feminism as “a political 
and philosophical project to end systems of domination that has the potential to transform 
the lives of all individuals––women and men” (p. 69). Feminism as defined by Gould 
offers a means to end systems of domination, not just over women, but also over 
humanity. A brief history of feminism follows to illustrate how scholars have arrived at 
the current definition of feminism. 
Feminist activities were recorded as early as the 3rd century BCE, when women 
reportedly filled Capitoline Hill in Rome to protest Marcus Porcius Cato’s limitation on 
women’s use of expensive goods (Brunell & Burkett, 2016). In late 14th century France, 
Christine de Pisan demanded education for females, while Laura Cereta (1488) discussed 
denial of education for women and marital oppression in Epistolae Familiars. These 
women sparked a literary subgenre in which feminists praised courageous women and 
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claimed that women would be the intellectual equals of men if they had access to 
education (Brunell & Burkett, 2016; Walters, 2005). The movement reached England in 
the 17th century when Mary Astell (1694, 1697) published A Serious Proposal to the 
Ladies. These two volumes suggested that if women did not want to marry or pursue a 
religious life, they should set up secular convents where they could study and teach 
(Brunell & Burkett, 2016; Walters, 2005). The Enlightenment period (late 17th-18th 
centuries) brought reform and a new ideology of liberty, equality, and natural rights. 
Women felt they should be included in this new philosophy. In A Vindication of the 
Rights of Woman, Mary Wollenstonecraft (1792) demanded that both women and men be 
given equal opportunities in education, work, and politics. 
First Wave of Feminism  
In the United States, female abolitionists began applying the concepts of freedom 
and equality to their own situations. The first women’s rights convention was a hastily 
planned event in July 1848 in Seneca Falls, New York. After attending a World 
Convention on Slavery in London, Elizabeth Cady Stanton, Lucretia Mott, and several 
other Quaker women planned the event in five days and advertised it in a local newspaper 
(Walters, 2005). Stanton used the Declaration of Independence as a model to develop 11 
resolutions, including women’s right to vote. The convention was a success, with 
attendees passing all 11 resolutions, but it was geared toward upper class, White women. 
Placing the focus on education and politics did not speak to lower class working women 
whose concerns were on working conditions (Brunell & Burkett, 2016). Unfortunately, 
momentum for the first wave feminist movement was lost with the outbreak of the U.S. 
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Civil War in 1861 (Brunell & Burkett, 2016). 
After the war ended, the movement resurrected; its main focus was on women’s 
suffrage, an issue that had not been included in the Fifteenth Amendment to the 
Constitution, which granted African American men the right to vote. This prompted 
Stanton and Susan B. Anthony to form the National Woman Suffrage Association in 
1869. They reconnected feminism with the ideals from the Enlightenment of natural law 
and the inalienable rights of the Declaration of Independence (Brunell & Burkett, 2016). 
This did not, however, close the socio-economic and cultural gap between American-
born, mostly middle-class women and lower-class immigrant women. Working class 
women were more concerned with the trade union movement, which fought for equal 
working conditions, than they were with voting rights. This began to fracture the strength 
of the feminist movement, because Susan B. Anthony refused to allow the suffrage 
movement join in other efforts until women won the right to vote. This finally took place 
in 1920 with the passing of the Nineteenth Amendment to the U.S. constitution (Brunell 
& Burkett, 2016).  
Once women had won the right to vote, the feminist movement lacked a common 
focus for its efforts and energy, and it splintered into many different groups. Yet again, 
the momentum of the women’s rights movement was lost during the Great Depression, 
followed by World War II, which brought an interesting set of circumstances. Women 
were not only given opportunities to enter the workforce but were encouraged to do so as 
men went off to war; however, as soon as the war was over, and men returned home, the 
doors of opportunity closed once again to women (Brunell & Burkett, 2016). They were 
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expected to return to their domestic duties as if nothing had changed. Alice Paul formed 
the National Woman’s Party, which fought to remove discrimination from American laws 
through the Equal Rights Amendment (ERA), introduced in 1923. Not all women 
believed this was the right path. Some wanted laws that directly benefited women, not 
just a rewrite of current laws. The ERA was approved in the United States Senate in 
1972, then submitted to state legislatures for ratification within seven years. Even after an 
extension until 1982, the ERA never received ratification from the required 38 states 
(Francis, n.d.). 
Second Wave of Feminism  
Feminism developed as a political movement and intellectual endeavor that 
sought to improve the educational and legal status of women (Lamb, Dolloff, & Howe, 
2002). Many female authors emerged such as Virginia Woolf (A Room of One’s Own, 
1929), Simone de Beauvoir (The Second Sex, 1949), and Betty Friedan (The Feminine 
Mystique, 1963) (Walters, 2005). In 1962, President John F. Kennedy appointed Eleanor 
Roosevelt as the head of the President’s Commission on the Status of Women. The full 
report, published in 1963, primarily supported the concept of the nuclear family, 
including ensuring that women were prepared for motherhood. The report, however, did 
not ignore the fact that many women worked outside the home. It also documented many 
instances of employment discrimination in the form of unequal pay, legal inequalities, 
and the lack of support for women who worked outside the home (Brunell & Burkett, 
2016). Attempts were made to remedy the situation via the Equal Pay Act of 1963 and 
the Civil Rights Act of 1964, which included antidiscrimination legislation based on sex 
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as well as race. The National Organization of Women (NOW) facilitated sit-ins, marches, 
and other protests.  
The intellectual side of the second wave brought theoretical discussion and debate 
of the origin of women’s oppression through the establishment of Women’s Studies 
programs at colleges and universities. These debates also included discussions of the 
nature of gender and role of family, which threatened to fracture the feminist movement 
(Brunell & Burkett, 2016; McCabe, 2005). Although most feminists could agree on the 
questions to ask about power and the roots of sexual violence, they could not agree on the 
answers, resulting in three main “streams of thought” (Brunell & Burkett, 2016, p. 1). 
Liberal/mainstream feminism focused on creating change at the institutional and 
government level by integrating women into the power structure. Radical feminists 
sought to reshape patriarchal society. Cultural or “difference” feminism concentrated on 
celebrating how women are different from men instead of trying to make women more 
like men (Brunell & Burkett, 2016). 
The Women’s Liberation Movement, as it came to be called, included many other 
subjects that sprang up from the anger of women at being left out of decision-making 
opportunities, especially when it came to control over their bodies and body-image 
(Walters, 2005). This was encapsulated by Roe v. Wade (1973), in which the United 
States Supreme Court ruled that women had a right to privacy when it came to a pregnant 
woman’s right to choose whether or not to have an abortion; this decision has been 
frequently challenged by religious and political parties. 
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Third Wave of Feminism 
The third wave of feminism began in the mid-1990s, led by Generation Xers 
(born approximately 1961-1981), some of whom were, literally, daughters of second 
wave feminists. The Third Wave Foundation (founded 1997) supported groups and 
individuals advocating for gender, racial, economic, and social justice (Brunell & 
Burkett, 2016) and bore similarity to socialist feminism which recognized the oppression 
of women in connection with racial and economic forms of oppression. Postmodern 
feminist scholars who focused on obtaining equal rights for all genders led the way for 
third wavers to redefine ideas and media about womanhood, gender, beauty, and 
sexuality, as well as femininity and masculinity. The third wave built from the foundation 
laid by the first and second wave feminists. They used the by then well-established 
women’s studies programs, feminist organizations, and publications developed for 
women to topple old female stereotypes and to create new images and role models of 
strong, successful, and sexually liberated women (Brunell & Burkett, 2016). Sexual 
liberation in this sense meant knowing how one’s gender identity was shaped by one’s 
environment and expressing that authentic gender identity (Brunell & Burkett, 2016). 
This supports Butler’s (1990/2007) theory of gender performativity, where gender “is not 
a noun . . . gender is performatively produced and compelled by the regulatory practices 
of gender coherence” (p. 34). In other words, gender is not inherent to a person, but 
rather, something a person does. One is seen as female by performing acts that are 
viewed as female in a particular culture or setting. 
Eve Enster, author of the play (1996) and later book (1998), The Vagina 
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Monologues, represents one such role model, candidly portraying women’s sexuality on 
stage. The punk rock grrrl movement in the 1990s proved that women could be more than 
“eye candy” in the music industry, as did Queen Latifah in the rap world. Television 
producers began developing shows depicting strong young women like Buffy the Vampire 
Slayer (1997-2003) and the sassy foursome of Sex and the City (1998-2004). Even 
children’s shows began featuring smart girls in leading roles like Dora (Dora the 
Explorer), Helen Parr (The Incredibles), and Mulan (Brunell & Burkett, 2016).  
Advancements in information technology, especially the Internet, opened the door 
for a more diverse population of feminists to participate in the movement. Just like the 
first two waves of feminism, the third wave incurred debates and disagreements about 
whether feminism was still relevant or arguments that nothing had really changed, and 
the new generation of feminists was not furthering the cause. “In addition, questions of 
sexualized behaviour raised debate on whether such things as revealing clothing, 
designer-label stiletto heels, and amateur pole dancing represented true sexual liberation 
and gender equality or old oppressions in disguise” (Brunell & Burkett, 2016, p. 2). 
Although sexual liberation is often associated with women, people have initiated 
conversations around sexual liberation for all genders as being able to express themselves 
authentically, looking beyond the gender binary of male and female or man and woman 
(Brunell & Burkett, 2016). 
Contemporary Feminism 
The argument that feminism is dead asserts that women have it “good” now, so 
there is no need to complain. Reger (2012), however, claims that feminism just appears 
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dead because it is “everywhere,” so pervasive that it is undetected. In the mid-1980s, 
many women did not want to be identified as feminists, as it had become a negative term. 
“Feminists went from being media darlings in the 1960s to being named as the reason for 
modern women’s woes in the 1980s” (Reger, 2012, p. 13). Reger’s study of women at a 
northeastern college illustrates the frustration some contemporary feminists continue to 
feel. One woman shared that because many legislative fights have been won, women are 
not “pissed off” (p. 16) anymore and have nothing to fight for. Another woman from the 
study stated that feminists need “a sense of progress; that we are not taking steps 
backwards” (p. 16). The feminist organizations of the 1980s tended to ignore issues of 
class and race, so contemporary feminists focus on inclusivity.  
The most recent “wave” of feminism came in the form of the #metoo movement. 
The Me Too movement was founded in 2006 by Tarana Burke in order to raise awareness 
of the pervasiveness of sexual abuse and assault (see 
https://en.wikipedia.org/wiki/Tarana_Burke). The term #metoo gained widespread 
currency in social media during 2017 as a response to numerous famous and powerful 
men in politics and the entertainment industry who were accused of sexual harassment or 
sexual assault. Women around the globe began sharing their experiences of sexual 
harassment and sexual assault on social media and used the hashtag #metoo as a sign of 
solidarity with other women who had experienced this trauma. Bennett (2017) reported in 
the New York Times that “ the #Metoo moment has become much larger: a lens through 
which we view the world, a sense of blinder being taken off” (November 30, 2017, para. 
5).  
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The notion of feminism as ubiquitous (Reger, 2012) challenges the traditional 
view of “waves” of feminism. It also becomes more encompassing of what and whom 
feminism represents. Working to end sexism also works to end racism, classism, ageism, 
and other discriminatory practices (Gould, 2004). Feminism works toward the affirmation 
of differences, rather than their negation, and advocates for the end of hierarchical views 
of differences.  
Feminism in music education “provides a way of thinking differently” (Gould, 
2004, p. 68) about issues facing music educators. Mantie and Talbot (2015) looked at 
music teaching habits, challenging homogeneous music education programs around the 
United States. They posited that the current standardized music education curricula may 
not fit the needs of teaching in the 21st century. As explored later in this chapter, the 
typical choral rehearsal structure is fraught with patriarchal power structures, whether the 
conductor is male or female (O’Toole 1994a, 1994b). Green (2002) examined how music 
education is gendered, with boys and girls seen as being good at different aspects of 
music, and Koza (1992, 1993) brought to light the missing women from music textbooks 
and how “boys don’t sing.” Although many of these articles were written 20 or more 
years ago, the challenges are still present, as my study illustrates; the need to think 
differently about music education still exists. 
Poststructuralist Feminism 
Feminism challenges the fundamental assumptions of the modernist legacy such 
as the idea of universal truths (Hekman, 1990). Likewise, poststructuralism challenges 
the concept of universal truths and seeks to deconstruct discourses that contribute to 
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power structures. Poststructural feminists do not believe that all women share the same 
experience or the same challenges, but rather, their struggles are specific (St. Pierre, 
2000). Poststructuralist feminism acknowledges shifting power relations as well as one’s 
own place in those relations (Ropers-Huilman, 2009). 
Just as there are many definitions of both poststructuralism and feminism, there 
are many definitions of poststructural feminism. In this paper, poststructural feminism is 
defined as deconstructing the known power relationships and language, such as that used 
in the choral classroom. According to St. Pierre (2000), “poststructural critiques . . . can 
be employed to examine any commonplace situation, any ordinary event or process, in 
order to think differently about that occurrence” (p. 479). This is exactly what I wanted to 
do with this research––examine the “commonplace situation” of teaching music in a 
choral setting in order to think differently about it. Poststructural feminism looks at 
several aspects of interaction in order to deconstruct meanings. The aspects of interaction 
examined in the following sections focus on language, discourse, and power. 
Language  
Language is a powerful force when used to name things in the world; however, 
the vast diversity of things to be named in the world creates a situation in which we are 
“forced to group things/ideas/people that are similar but significantly different into the 
same category” (St. Pierre, 2000, p. 480). For example, many different races and 
ethnicities of people are grouped into men or women. Similarly, many different kinds of 
music are grouped into classical music. Feminists use poststructural critiques of language 
in an attempt to deconstruct the meanings behind the words, particularly because words 
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sometimes create damaging structures. It is important to note that the concept of 
deconstruction is not just about dissecting and tearing down meaning, but more 
importantly, reconstructing that meaning and discovering the structure it produces and the 
effects of that structure on society. 
For example, as discussed in Chapter 1, what we name a choral ensemble 
expresses who may participate and likewise, who may not. Something as simple as 
naming a choir Women’s Chorus implies that only those students who identify as 
girl/woman/female may participate. Deconstructing the name Women’s Chorus by asking 
about the desired sound or timbre to be achieved in this chorus may result in naming the 
ensemble Treble Chorus, where those whose voices are comfortable singing in the treble 
clef are welcome. This new name does not imply gender at all, so it would welcome girls, 
boys with unchanged voices, as well as transitioning or gender non-conforming students 
whose voices fit the tessitura of the music. We “word the world” (St. Pierre, 2000, p. 
484), and so we are responsible for the way things are; we cannot blame others. We must 
begin to examine the language we choose to use, to think about why some language is 
considered normative when other language is not, and what that language reveals about 
power in a particular situation or discourse. 
Discourse  
Discourse may be defined as “how language gathers itself together according to 
socially constructed rules and regularities that allow certain statements to be made and 
not others” (St. Pierre, 2000, p. 485). Foucault was one of the first to investigate the 
effects of discourse and wrote many manuscripts on the subject. “Discourse, in general, 
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and scientific discourse in particular, is so complex a reality that we not only can, but 
should, approach it at different levels and with different methods” (Foucault, 1970/2005, 
xv). Foucault’s book, The Order of Things: An Archaeology of Human Sciences 
(1970/2005) examined the importance of language in the naming of things and how that 
naming influenced how the world was understood. Discourse is more than what can be 
said and not said. Discourse is how what is said or not said over a long time develops a 
social narrative, determining social norms. These norms may also determine who can use 
the language and who is excluded. Foucault (1971) stated,  
In a society such as our own we all know the rules of exclusion. The most 
obvious and familiar of these concerns what is prohibited. We know 
perfectly well that we are not free to say just anything, that we cannot 
simply speak of anything, when we like or where we like; not just anyone, 
finally, may speak of just anything. (Foucault, 1971, p. 8, emphasis in the 
original) 
Bourdieu (1991) agreed that the social position of the speaker determines what 
language may be used. Many years ago, public schools held Christmas concerts each 
December. When I was in secondary school in the 1990s, we held a Holiday Choral 
Concert in which we were sure to perform both Christmas and Hanukah pieces. Over the 
last two decades, repertoire was further expanded to include music about Kwanza and 
other December religious observances. Next, many school districts dropped the word 
holiday and now have Winter Concerts, many of which avoid performing any religious or 
secular holiday music. This is more than a word change; it is an example of how the 
educational discourse is changing from one that was primarily Christian oriented to one 
that is becoming more multicultural. Likewise, for centuries, vocal ensembles have been 
labeled as men’s, women’s, or mixed. This follows a binary gender discourse, which 
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much of our society still follows and with which it is comfortable. This discourse is 
changing as well, at least in music education. As school districts develop gender neutral 
language, some choral directors feel the “distress of those whose language has been 
destroyed” (Foucault, 1970/2005, p. xx). If ensembles cannot be named Men’s Chorus 
and Women’s Chorus any longer, a new language will eventually be developed, which in 
turn, may help develop a new non-binary gender discourse.  
At any one time a person can find herself simultaneously engaging in several 
different discourses. Depending on the situation, one or more of these discourses may 
stand out more than the others. Discourse brings to the forefront assumptions that may be 
“taken-for-granted” (St. Pierre, 2000, p. 486). This is why it is important to think 
differently by examining the habits of language an individual may utilize.  
Power  
Every person has power and must choose how to use it. “We can deploy it–– give 
it away, take it back, etc.” (St. Pierre, 2000, p. 488). Many may think of power as evil or 
negative, but according to Foucault, power is always present and should be viewed as 
relational, and those relations can be changed (St. Pierre, 2000). Power is often depicted 
as repressive, but Foucault viewed power as both coercive and productive (Schirato, 
Danaher, & Webb, 2012). Power is linked directly to knowledge. As one accumulates 
knowledge, that knowledge helps to make sense of practices. These practices can be in 
the form of laws or informal social norms. Some people choose to give up some of their 
power and rights to become part of a social norm. For instance, a person may choose to 
hide their sexuality in order to “fit in” at work. They choose to give up their power so that 
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they may be able to enter into a specific social contract. Specific knowledge forms the 
social norms, but power also produces knowledge. “There is no power relation without 
the correlative constitution of a field of knowledge” (Foucault, 1995, p. 27). 
As discussed in Chapter 1, O’Toole (1994a) examined the power relations 
between conductor and singer in choir rehearsals. O’Toole felt unsatisfied as a singer 
because she realized singers had no power in that relationship; all the power to make 
musical decisions rested with the conductor. This assumes that only the conductor 
possesses the necessary musical knowledge required to have the power in this 
relationship. Yet in power relationships, there exists both freedom and resistance. In fact, 
Foucault believed “there are no relations of power without resistance,” (Foucault, 1980, 
p. 142). Even though O’Toole did not have the power to make musical decisions in the 
choir, she always had the freedom to leave the choir or the opportunity to exercise 
resistance. Like power, resistance can take many forms. Resistance is often portrayed as 
visible acts like workers on strike, protest marches, or boycotts of a company or product. 
Resistance can also be something as simple as doing something differently, like 
challenging normative language or structures. 
In my research, I wanted to examine the choral classroom to see what gender-
related power structures were in place and challenge them, if necessary. For this reason, I 
utilized a poststructural feminist approach to my research. Educators need to examine 
how we teach and why we choose to teach with certain methods or curricula. They need 
to look beyond the test scores to see how the methods and curricula used affect their 
students. They need to examine the discourses that are present in the classroom, and how 
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teachers and students fit into them. These structures need to be deconstructed, so they can 
be reconstructed in more effective ways. 
Just as postmodernism and poststructuralism challenge the dualities of the 
Enlightenment, poststructural feminism also challenges the dualities of 
masculine/feminine, boy/girl, male/female, and man/woman. Bucholtz (2014) states that 
poststructuralist feminism  
scrutinizes binary models of sex, gender, and sexuality for what they 
reveal about the social organization of these categories and how they are 
challenged by complex identities and practices, including not only lesbian, 
gay, and bisexual identities, but also transgender, transsexual, intersex, 
genderqueer, and other identities that are increasingly moving to the center 
of feminist theory. (p. 37) 
If poststructuralist feminism challenges gender identities, an understanding of what is 
meant by the term gender becomes important. 
Gender  
Within Western culture, a dichotomous framing of gender as male and female 
remains the norm (Huot, 2013). “Gender is a major part of culture and is often defined by 
people’s expectations and stereotypes” (Huot, 2013, p. 2). Discussion continues on 
gender identity and the definitions associated with those identities in academic literature 
(Butler, 1990/2007; Connell, 2009; and Gould, 1994, 2004), in mainstream media with 
television series such as Transparent (Soloway, 2014), documentaries like Frontline’s 
Growing Up Trans (Navasky & O’Connor, 2015), and in the political arena with the 
Public Facilities Privacy & Security Act in North Carolina, commonly known as the 
“Bathroom Bill” (N.C. House Bill 2, 2016). North Carolina House Bill 2 “bans people 
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from using public bathrooms that don't correspond to their biological sex as listed on 
their birth certificates” (Ray, Wright, & Nottingham, 2016). Although the bill was 
overturned on April 2, 2017, this legislation provides an example of how gender bias and 
heteronormativity weave into every aspect of people’s lives.  
Kimmell (2012) argued that sex refers to the biological apparatus of male or 
female, whereas gender refers to the meanings of these biological differences. Gender is 
concerned with what it means to be male, female, transgender, intergender, gender 
neutral, or the many other forms of gender identity. Gender is not simply assigned by 
nature, nor is it imposed by outside influences. People “construct” their gender (Connell, 
2009, p. 6; also see Butler, 1990/2007) through the way they behave. According to 
Connell, gender is also political, as it can be a catalyst for pleasure, pain, injustice, and 
power (Connell, 2009). Historically, discussions about gender have focused on the 
differences between men and women (both biological and behavioral), and thus do not 
account for differences among women or among men; however, if gender is political and 
social, then it must focus on relationships—how people act in community. Kimmell 
(2012) called this “differential socialization” (p. 114). We are taught to be different and 
to treat others differently based on certain criteria; we acquire behaviors that culture 
assigns to be masculine or feminine. 
Gender difference is situational, sometimes created, and other times ignored 
(Connell, 2009; Gould, 1994). Gender difference does not just exist; it is made through 
“borderwork” (Connell, 2009, p. 15), decisions about what defines feminine and 
masculine behavior. These decisions may change depending on the social situation. 
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Borderwork is constantly being done to mark gender boundaries, if not by [boys] chasing 
[girls on the playground] then by jokes, dress, forms of speech and so forth that happens, 
and must be made to happen; something, also, that can be unmade, altered, made less 
important. (p. 15) 
Gender is reflected in patterns, or what Connell (2009) called gender regimes. For 
example, in schools, gender regimes are found in patterns of who teaches, who holds 
administrative jobs (principal, secretary, financial officer), or who teaches what kinds of 
subjects. Expanding these patterns across society creates gender order: When we look at 
a set of gender arrangements, whether the gender regime of an institution or the gender 
order of a whole society, we basically look at a set of relationships––ways that people, 
groups and organizations are connected or divided (Connell, 2009, p. 73). If we consider 
gender as relationships, as Connell suggested, it is not just something to which we are 
assigned. Gender is something we create, influenced by the social structures in which we 
find ourselves. 
Gender as performance. As discussed in the introduction to Chapter 2, much of 
Western society still views gender as binary––men and women; however, in reality, many 
people experience gender as non-binary. Zinn, Hondagneu-Sotelo, and Messner (2011) 
gathered papers expressing many different experiences, viewing gender through a prism 
yielding what they call a “spectrum of people” (p. 1). “Gender is no longer viewed 
simply as a matter of two opposite categories of people, males and females, but a range of 
social relations among differently situated people” (p. 6). Although the authors see 
gender through a prism of difference, it is not necessarily that of biological difference, 
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but rather, class, race, age, and country of residence. This supports the poststructuralist 
feminist view that a woman does not simply negotiate the discourse of man/woman, but 
she negotiates multiple discourses at any one time (Bucholtz, 2014).  
Schnarch’s (1992) study explored the North American Indian status of berdache, 
described as a person, usually male, but sometimes female or intersexed, that “assumes at 
least some of the occupations, dress, and other behaviours associated with the ‘other’ (or 
different) sex, at least some of the time” (p. 110). Although berdaches sometimes cross-
dressed, many times they combined elements of both men’s and women’s wardrobes that 
made their appearance distinct. Because they did not fall under the restrictions of the 
sexual division of labor, berdaches were able to perform any task they desired and often 
assumed the appearance of that sex while doing that particular task. The berdaches 
provide historical and cultural evidence of a non-dichotomous gender system and also 
support Butler’s (1990/2007) concept of gender as performance. 
A non-dichotomous gender system helps to overthrow the “tyranny of gender” 
(Doan, 2010, p. 635) that wields its power over those who do not conform to cultural 
definitions of male or female. As a transgender woman, Doan shared her experience “to 
live with the openness and integrity beyond the dichotomy of gender” (p. 636). Because 
there was no room for intermediate genders, when Doan decided to reject the male label, 
she “had to embrace the label female” (p. 637). Like Butler (1990/2007), Doan 
recognized that gender is performative and fluid, yet there is currently no way of living 
that way in Western society. “The tyranny of gender oppresses those whose behavior, 
presentation, and expression fundamentally challenge socially accepted gender 
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categories” (Doan, 2010, p. 639). Even though she endured much harassment in public, 
Doan deemed it important to be her true self rather than living inauthentically. 
Butler (1990/2007) claimed that there is not one definition of the category of 
women. The same could be said for what constitutes the category of men. Using the 
terms men and women assumes a “common identity” (p. 4), meaning all men and women 
are the same or associate with those labels because of some physical attribute. Zinn, et. 
al. (2011) agree with Butler that gender cannot be separated from other differences like 
race, class, and ethnicity. Gender is not something someone is but rather, what someone 
does. Gender may be performed differently depending on the context. How gender is 
performed or defined lies in the context of the other differences mentioned here. 
Femininity may be defined differently for a woman of color than for a White woman, or 
for a woman of 20 than for a woman of 60. Connell (2009) stated, “Gender is, above all, 
a matter of the social relations within which individuals and groups act” (p. 10).  
Choral music education is, for the most part, still stuck in a gender binary 
framework. If choral directors truly embrace the idea of gender as performance, then 
labels such as men’s and women’s chorus should be abandoned, and new ensemble 
names adopted. 
Gender as language. Part of the challenge of gender is how to discuss the 
concept itself. English is a heavily gendered language (Madson & Shoda, 2006; Messner, 
Duncan, & Jensen, 1993; Motschenbacher, 2011). If one does not identify as male or 
female, how they should be addressed represents a challenge. It may be agreed that there 
are more genders than male and female, but our singular-form pronouns only provide he, 
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she, and it. General courtesy does not allow for addressing a person as it, leaving limited 
other options. Madson and Shoda (2006) proposed alternating between the feminine and 
masculine pronouns in written text and concluded ultimately that although it seems to be 
the only option in the English language, it did nothing to help balance readers’ 
constructions of gender, as the readers still focused more on male imagery. In recent 
years, many transgender people have adopted use of the plural pronoun they to self-
identify. The practice has become so widespread that Guo’s (2016) article in The 
Washington Post declared the “singular they” as the word of the year, “as a way to refer 
to people who don’t want to be called ‘he’ or ‘she.’” 
Baxter’s (2003) FPDA work developed a method to “examine ways in which 
speakers negotiate their identities, relationships, and positions in the world according to 
the ways in which they are multiply located by different discourses” (p. 10, emphasis in 
original). Although this study did not set out to focus on language and discourse, analysis 
of the data revealed the importance of language, specifically heteronormative language, 
used by the teachers to express themselves both in interviews and in how they addressed 
classes during instruction. Language is not only an integral part of self-expression but has 
great impact on instruction in the classroom. If a teacher’s directions for a class activity 
are not articulated clearly, the students may not be successful. Likewise, the way a 
teacher addresses the students in a class has a great impact on the social and educational 
climate of the classroom. This will be discussed further in the data analysis sections of 
this dissertation. In general, if choral directors are going to embrace all genders in the 
classroom, then they need to stop addressing students as “ladies/girls/women” and 
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“gentlemen/boys/men” and begin simply by addressing students by their names or by 
their voice part. 
Gender is complex and not static. In order to navigate any discourse, individuals 
must understand how they perform gender and how that gender is positioned within the 
discourse. Although I have discussed the importance of recognizing genders other than 
male and female, all participants in this study identified either as male or female, so there 
was no direct opportunity to explore how non-binary gender identification affected these 
teachers’ constructions of gender. I had, however, considerable opportunity to explore 
heteronormativity in the teachers’ language and practice.  
Summary  
In order to discuss gender, one must know how it is defined. A poststructuralist 
feminist approach to gender is based on the concept of constructed truth. There is no one 
truth; rather, each person’s truth is constructed from his or her experience. Following this 
view, there is not one definition of gender. Gender is constructed by experience and 
performance. In spite of this, gender cannot be ignored or set aside, even in music 
education. Instead of ignoring gender, or claiming it is not important, it is better to openly 
discuss it and uncover one’s perceptions about it so that one can make more informed 
decisions about the classroom environment, curriculum, and pedagogical techniques. It is 
important that we deconstruct the currently common structure of men’s and women’s 
choruses so that we can reconstruct inclusive choral programs. 
The poststructuralist view allows for multiple definitions of gender as 
constructed, as there is no one truth, or in this case, no one definition of gender. 
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Feminism and poststructuralism provide a theoretical framework in which to disrupt 
current systems of domination found in normative language. Interviewing and observing 
different choral directors who have different backgrounds and experiences allowed for 
multiple truths to emerge about how gender was perceived and how those perceptions 
affected their teaching. 
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CHAPTER 3: METHODOLOGY  
This qualitative multiple case study examined what, if any, gender biases the 
secondary choral directors who participated in the research held and how such 
constructions of gender influenced their program organization, repertoire selection, and 
classroom teaching strategies.  
1. What constructions of gender did choral directors consciously hold about their 
students, if any? 
2. Did constructions of gender manifest in the directors’ teaching, organization of 
ensembles, and choice of repertoire, and if so, in what ways? 
3. Did the choral directors hold gender biases of which they were unaware, and if so, 
how did they manifest in the choral directors’ teaching, organization of choral 
ensembles, and choice of repertoire? 
In this chapter I situate myself as the researcher, as this informed some of the methods I 
used. I also describe the research design, participant selection, and data gathering and 
analysis methods.  
Role of the Researcher  
I am a former public-school teacher. Prior to beginning my doctoral work, I 
taught for eight years in a public-school system in close proximity to the two school 
systems in which I conducted my research. I taught one year of elementary general 
music, two years of middle school choir, and six years at a high school with a diverse 
student body consisting of very wealthy students as well as those in subsidized housing. 
When I was teaching in the early 2000s, eight out of 22 high school choral directors in 
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my county were men. I never felt out of place as a woman choral director in that context; 
however, when I began teaching at the university level, and eventually began directing 
our university women’s chorus, I realized just how few women choral directors there 
were at that level, and most of them seemed to conduct the women’s chorus in their 
institutions. VanWeeldon’s (2003) demographic study of choral conductors at four-year 
institutions in the United States revealed that among 2,687 choral ensembles, only 538 
were conducted by women; women held 17% of the Director of Choral Activities 
positions; and 35% of the women conductors only led a women’s chorus. A 2005 survey 
by Chorus America found that although 71% of all children’s choruses in the United 
States were led by women, 81% of professional choruses and 71% of volunteer choruses 
were led by men (Schweitzer, 2008). When I began my doctoral studies and began to do 
some research on women conductors, both choral and instrumental, I was concerned 
when I read that one of Apo Hsu’s (conductor of National Taiwan Normal University 
Symphony Orchestra and the Springfield Symphony Orchestra in Springfield, MO) 
conducting mentors was proud of her for not “conducting like a woman” (Bartleet, 2008, 
p. 9)—as if that was a bad thing. I was interested in exploring what that statement might 
imply. I wondered whether women conduct differently, teach differently, and interact 
differently with their singers and if they interact differently with boys than with girls. I 
always felt that as a woman conducting a women’s chorus, I said things to them, shared 
anecdotes, and made analogies that I would not if it had been a men’s or a mixed 
ensemble. 
I bring the perspective of a woman and a former public high school choral 
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director to this research. I have been in similar classrooms as my participants and faced 
some of the same challenges they shared in their interviews. This gave me an advantage 
in understanding some of the participants’ experiences; however, it made it difficult not 
to compare their situations with mine or cast judgments on the decisions they made 
concerning musical interpretation or classroom management and teaching technique. To 
mitigate this to the extent possible, I used a semi-structured interview format and audio 
recorded interviews and observations in analyzing data. 
Research Design 
I adapted methodological approaches used by Roulston and Misawa (2011). My 
study differs from theirs, however, as they focused on elementary music teachers’ 
constructions of gender; my research investigated the constructions of gender of choral 
music teachers and directors at the secondary school level (middle and high school). 
In order to explore more fully how teachers constructed gender in secondary choral 
classrooms, I expanded upon the Roulston and Misawa study to include the influence that 
constructions of gender, including gender stereotyping, may have had on choices of 
repertoire and the organization of choirs (women’s/men’s choirs vs. mixed ensembles). 
Roulston and Misawa’s study only included one interview of each of the six participants, 
whereas my study also included classroom observations that enabled me to study the way 
teachers addressed students, to see if there were differences in behavior suggestive of the 
teacher’s constructions of gender in the different ensemble settings. The saying “actions 
speak louder than words” in part drove this inclusion in the study’s design. Although I 
was interested to converse with the participants about their thoughts on gender and how 
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those may affect their teaching, I was also curious to see if the possibility existed that 
they were not aware that they spoke, gestured, instructed, or interacted differently with 
their students of different genders, if they did. In their interviews, three participants in 
Roulston and Misawa’s study rejected gender as relevant; however, had those researchers 
observed the three teachers in the classroom, they may have uncovered behaviors that 
suggested something different. 
Qualitative Research 
In my research, I sought to illuminate the constructions of gender held by 
secondary school choral directors, to better understand how these perceptions may have 
affected their practices in the classroom. A qualitative approach was most appropriate, as 
I was looking for narrative information, not numbers or a standardized experiment, which 
would be more appropriate for quantitative research. Interviews allow for narrative data, 
including discussion, and the opportunity for follow-up questions.  
In order to gain some understanding of a phenomenon, one cannot separate the 
reality from the context in which the participant experiences that reality. Research should 
be conducted in the context in which the participant experiences the phenomena in 
question (Merriam, 1998). “Naturalistic inquiry is an approach to understanding the 
social world in which the researcher observes, describes, and interprets the experiences 
and actions of specific people and groups in societal and cultural context” (Salkind, 2010, 
p. 881). For this study, I needed to observe teachers in their classrooms, teaching as they 
usually would with the least amount of distraction or interruption from me. This study 
utilized classroom observations as well as two semi-structured interviews.  
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I wanted to observe teachers who had established themselves in their classrooms 
so that I could observe natural behaviors, both on the teachers’ and students’ parts. I also 
thought it would be important to have participants with career teaching experience 
ranging from a few years to decades in the field, so I sought participants who represented 
a range of experiences.  
Multiple-Case Study  
I wanted to study if/how choral directors’ constructions of gender affected how 
they taught boys and girls. This involved using several different methods of data 
collection, including interviews to determine what constructions of gender were held by 
each choral director, followed by classroom observations to discover how these 
constructions affected their teaching. Simons (2009) defined case study, saying: 
Case study is an in-depth exploration from multiple perspectives of the 
complexity and uniqueness of a particular project, policy, institution, 
programme or system in a “real life” context. It is research-
based, inclusive of different methods and is evidence-led. The primary 
purpose is to generate in-depth understanding of a specific topic (as in a 
thesis), programme, policy, institution or system to generate knowledge 
and/or inform policy development, professional practice and civil or 
community action. (p. 21) 
 
Merriam and Tisdell (2015) defined a case as a bounded system. In this study, 
each teacher and his or her behavior in relation to students in the classroom represented a 
case, bounded by his or her unique combination of gender and the school in which each 
worked; however, a single case could only provide me with one instance of constructions 
of gender in one teacher’s classroom, unless the case at the school level allowed for 
observation of multiple classrooms within the school. Because it was not possible, given 
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time and resources available, to interview and observe every high school choral director 
in my state, I decided that a multiple case study would at least provide an opportunity to 
interview and observe more than one teacher in a choral setting (case) and thus allow for 
a variety of responses, from which I could determine if any trends emerged from the data 
across the cases. A multiple case study design allowed me to study a phenomenon at 
unrelated sites (Stake, 2006). In this design, each case had its own description and 
particular reality within which it was positioned; however, the actual focus was on the 
collection of the cases and the phenomenon illustrated through all the cases (Stake, 
2006).  
Four choral directors at four different sites constituted the cases in this study. The 
phenomenon investigated in this study focused on how teachers’ constructions of gender 
influenced their classroom practices. A multiple case study design allowed me to capture 
each teacher’s unique way of teaching. In this way, I observed different combinations of 
teachers of different genders teaching classes that were constructed differently. I wanted 
to observe a female teacher with a women’s chorus, a men’s chorus, and a mixed chorus, 
as well as a male teacher with a women’s chorus, a men’s chorus, and a mixed chorus. 
This would enable me to compare the female teacher’s rehearsal strategies with the 
women’s chorus to the male teacher’s strategies with a women’s chorus, to determine if 
there were noticeable differences in the teachers’ demeanors, choice of words, or choices 
of repertoire that might be related to constructions of gender.  
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Selection of Sites and Participants 
This study used a combination of convenience and purposive sampling. The sites 
needed to be easily accessible within a day’s drive of my home, and the participants had 
to fit the desired criteria. Naturalistic inquiry uses purposive sampling rather than random 
so that the researcher may obtain a range of data and multiple realities (Lincoln & Guba, 
1985). The criteria for participation in my case study required the choral directors to 
teach at the secondary school level, have at least three years of teaching experience, and 
be in at least the second year of their current teaching position. Although I wanted to 
include participants at different points in their careers, I did not want to observe new (first 
year) teachers. Teachers need some time and experience to develop perceptions about 
teaching strategies and methods, and this time and experience may also lead to the 
development of particular constructions of gender. I also sought choral directors who 
taught a combination of single gender and mixed choirs, so that I could observe them 
teaching in each environment to see if their teaching and/or communication style changed 
between environments. 
I conducted research in two different suburban public-school districts, one in 
Maryland and one in Virginia. These school districts were chosen for convenience of 
location to the researcher. At the time of my study, both school districts served mostly 
middle to upper class culturally diverse communities. After receiving permission from 
Boston University’s IRB as well as a local school system in Maryland to conduct 
research (Appendix A), I obtained official school system email addresses for each choral 
director from the respective school’s public website. I sent an initial survey on September 
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15, 2015, to 25 choral directors in one school system via an email link to Survey Monkey 
(Appendix B). I sent reminder emails after two weeks and then again after another two 
weeks. Although 14 choral directors responded to the survey, only one volunteered to be 
interviewed. When interviewing this participant, she recommended I contact a colleague, 
who ended up participating as well. It was not my intent to use this recruiting strategy, 
but in this instance, it helped to secure another participant. Because I had only located 
two participants from this district, I contacted a second school system in Virginia, 
obtained permission to conduct research there (Appendix C), and sent out the same email 
link to the choral directors in that county. An additional 11 people participated in the 
survey, and three volunteered to participate in the study. I chose two of those three, as 
they represented different teaching experiences; one was in his third year of teaching and 
the other was in her sixteenth year.  
The survey (Appendix B) included demographic information about the director 
such as gender, years of teaching experience, years at current position, and information 
about the choral program, including enrollment and what kinds of choruses were offered 
at the school. The survey included a check-box option by which directors indicated their 
willingness to participate in the multiple case study. The purpose of the survey was to 
recruit participants for the study by helping me gain a basic understanding of the teacher 
population and choral program design in each county, so that the participants ultimately 
selected might better represent “typical” teachers with “typical” programs. 
Because I live and have worked in the vicinity in which the research took place, 
and the pool of potential participants was relatively limited, I realized that it might not be 
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possible to find participants with whom I did not have some prior relationship. Although 
I attempted to locate participants previously unknown to me, this proved to be not 
possible. Thus, I had a previous relationship with two of the participants. Chris was an 
undergraduate student at the same institution from which I obtained my master’s degree. 
We were cast in an opera production together in spring semester of 2004. Two years 
later, I taught Chris in an undergraduate class at the same institution. Diane was the 
supervisor for a student teacher I advised during the spring semester of 2013. In order to 
conduct interviews in as uniform a way as possible and to minimize researcher bias when 
with these two participants, I used semi-structured interview protocols, including a 
written script of questions. I also did my best to keep our conversations grounded in the 
research and not engage in personal questions beyond the scope of the research topic. In 
order to protect the privacy of the participants and the anonymity of the schools, I 
assigned pseudonyms to each director and to the name of the school in which they 
worked. 
Data Collection  
I collected data in four formats:  
1. An online survey to recruit participants.  
2. Initial and exit interviews of the four choral directors chosen from the survey 
respondents.  
3. Classroom observations of the same four choral directors.  
4. Field notes from those observations.   
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I audio taped the classroom observations so as to capture conversations and nuances that I 
might otherwise have missed while writing the field notes.  
The online survey gathered demographic information from secondary school 
choral directors in two public school systems in the mid-Atlantic region of the United 
States. I analyzed demographic information including gender of the teacher, degrees held 
by the teacher, years taught, and the number and type of choirs taught, to determine 
which directors met the criteria for participating in the case studies. The case study 
design included semi-structured interviews, both prior to and after classroom 
observations, and observations of one single-sex and one mixed choral class. 
Once case study candidates were confirmed and had agreed to participate by 
signing Informed Consent forms (Appendix D), face-to-face interviews and observations 
were scheduled for November 2015 through February 2016. Table 1 outlines the 
chronology of the data collection. 
Table 1 
Chronogram of Data Gathering 
 
Email 
Survey 
Response 
Initial 
Interview 
Observation 
with Single-
Sex Chorus 
Observation 
with Mixed 
Chorus 
Exit 
Interview 
Abby 9/22/15 11/4/15 11/4/15 11/4/15 12/8/15 
Bob none 11/17/15 11/17/15 11/17/15 12/2/15 
Chris 1/11/16 2/11/16 2/11/16 2/12/16 4/19/16 
Diane 1/29/16 2/18/16 2/18/16 2/24/16 3/24/16 
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Interviews 
The purpose of the initial interview was to gain more insight into the background 
of each participant and, whenever possible, get some sense of how his/her constructions 
of gender may have developed. I used a semi-structured interview protocol in which I 
asked each participant the same core questions, but I had the freedom to ask follow-up 
questions or probes to explore unexpected findings (Orcher, 2005). I conducted an initial 
interview (Appendix E) which lasted about an hour with each director prior to classroom 
observations, and then I conducted a follow-up interview (Appendix G) to allow both the 
researcher and participants to share initial reflections. These lasted about 30 minutes 
each. 
I audio-recorded all interviews and observations and transcribed them verbatim. I 
sent copies of the transcripts to each participant for member checking (Orcher, 2005) to 
review for accuracy. I then reviewed the edits and comments from the participants and 
revised transcripts as needed. 
Roulston and Misawa (2011) adapted their interview questions from Cooney and 
Bittner (2001), who concentrated on men’s experiences teaching in early childhood 
education. Cooney and Bittner asked participants what influenced their decisions to teach 
at the current grade level, and how their families, friends, and community members 
reacted to the decision. Participants were also asked if they felt they were treated 
differently in their college classes due to their gender. The interviews included questions 
about what the participants thought they could contribute to the field, and how they saw 
their future in teaching. Roulston and Misawa adapted these questions so they could be 
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asked of both male and female teachers; they adjusted the wording for elementary music 
teachers. They also expanded on these questions, asking about the participants’ 
experiences teaching boys and girls. I further adapted Roulston and Misawa's interview 
questions for both male and female secondary school choral directors and expanded them 
to include questions about repertoire selection (see Appendix E for interview questions). 
I recorded each interview as well as taking handwritten notes. One disadvantage 
to recording is that it may have inhibited the participants (Orcher, 2005). The recordings, 
however, afforded me a complete record of each interview to which to listen later.  
Observations  
I conducted and audio recorded two observations with each participant. My role 
as researcher placed me in the position of nonparticipant/observer, in that I was an 
outsider to the group studied, watching from a distance. This enabled me to record data 
without direct involvement in the rehearsal (Creswell, 2013). Initially and ideally, I 
wanted to observe each teacher with a women’s choir, a men’s choir, and a mixed 
ensemble; however, I only found one participant who taught a men’s choir. I observed 
each participant teaching a mixed ensemble and then either a women or men’s choir. All 
classes met during the school day for 90-minutes with the exception of one which met 
before school for 45 minutes; however, all students in that choir were also enrolled in 
another choir which met during the school day. I used a simple observation form for note-
taking (Appendix F) during classroom observations. The form included a space to draw a 
schematic of the classroom layout and a space to count interactions experienced and 
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missed between teacher and male students and teacher and female students. The form 
also had a large blank space for comments and notes. 
The initial interviews conducted prior to the classroom observations contained 
questions regarding how each participant approached teaching each choir and whether 
they felt they used the same teaching practices or different ones. The answers to these 
questions guided my observations; I wanted to know if the participants actually behaved 
as they claimed in their interviews. I transcribed each observation verbatim, but I did not 
send these to the participants for checking, as there was no need to edit what had 
happened in the classroom; however, I sent the observation transcripts to my dissertation 
supervisor for review. 
Data Analysis 
Similar to Roulston and Misawa’s analysis, I imported the interview transcripts 
into computer assisted qualitative data analysis software, HyperResearch, to find themes 
and patterns in the transcripts and to develop codes. As I read through the transcripts 
from interviews and observations, I highlighted similar words or phrases and gave them a 
code (Miles, Huberman, & Saldaña, 2014). I used a combination of deductive and 
inductive codes; some codes were developed from the theoretical framework (deductive) 
and others from the data itself (inductive) (Miles, et al., 2014). For example, I found 
many instances of teachers using gendered language (i.e., using the term guys to address 
the whole group, especially noticeable with the women’s choruses). I also looked for 
patterns of interactions with boys versus interactions with girls. Chapter 5 provides a 
detailed analysis of themes that emerged from the interviews and observations. 
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As I read the data, especially the interviews, I looked for common language and 
terminology used among the participants. When a common phrase or term was 
discovered, I examined the context in which it was used to determine if it carried the 
same meaning in each instance. If I believed the phrase or term represented the same 
meaning, then it became a code. For example, the use of the words, boys, girls, ladies, 
men, and guys occurred in all of the documents. I examined the context in which they 
were used and compared to see if the words were used in the same way. I found that in 
many instances, the term guys addressed both boys and girls in the classroom, so it 
became coded as “gendered language” (Miles et al., 2014). Once codes were developed 
and analyzed, I created profiles for each of the participants and cross-analyzed the 
profiles to create a collective case study. Following Roulston and Misawa’s process, I 
also conducted a cross-case analysis of the case studies, using the following questions as 
a guide: 
• What was the early background of the participant? 
• What were the participant’s personal and professional experiences of gender in 
relation to music education? 
• What issues did each participant highlight? 
• What were the salient characteristics of participants’ accounts? (Roulston & 
Misawa, 2011, p. 7) 
With the expansion of the study into the area of choral ensemble organization and 
repertoire choice, I also included the following questions in my cross-case analysis: 
• How did the directors organize their choral ensembles? 
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• What factors influenced their repertoire choices for each ensemble?  
• In what ways, if any, did the genders of the singers affect the teachers’ choices, 
beyond the voicing of the repertoire? 
 Dependability  
Miles et al. (2014) defined dependability as “whether the process of the study is 
consistent, reasonably stable over time and across researchers and methods” (p. 312). 
They laid out several guidelines to consider. In the case of this study, the researcher’s 
role in the site was defined as an objective observer following a semi-structured interview 
protocol and observing classes without interruption or participation. Participants 
reviewed interview transcripts for accuracy and provided further clarification of 
comments when necessary.  
Credibility 
Credibility of a study means that it makes sense, that most people will agree with 
the findings. “Saldaña calls this domain the ‘That’s right!’ factor” (Miles et al., 2014, p. 
313). Chapter 4 provides a rich description of each choral director’s background and 
classroom environment, which helps the reader understand the context of the findings. 
Chapter 4 also links findings to theories presented in Chapters 1 and 2. The conclusions 
presented in Chapter 5 are also linked to theory, and limitations of the study are 
discussed. The descriptions of classroom environments, the discussion of how theory 
applies to these situations, and the acknowledgment of the study’s limitations all help to 
establish its credibility. 
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Transferability 
It is difficult to generalize findings in case studies because the case may be too 
specific (Miles at al., 2014). No two choral ensembles are exactly the same. They may 
have the same number of students and even the same voicing, but the personalities of the 
students and behaviors in the classroom will not be identical. Likewise, although choral 
directors receive similar training, each has their own interpretation of a piece or style of 
teaching and may employ different methods of teaching certain skills. This makes it 
difficult, if not impossible, to replicate the same rehearsal in different settings; however, I 
was able to compare the rehearsals among and across cases, as they were similar in 
nature. I attempted to recruit diverse participants by seeking out male and female teachers 
who were in different points in their careers in order to show whether there were any 
similarities between different choral directors. 
Theory, however, can be transferable. “Grounded theorists attest that the 
methodology develops concepts and abstractions at a level that supports their 
transferability to other populations and contexts” (Glaser, 2005, cited in Miles et al., 
2014, p. 314). Although the exact rehearsals cannot be replicated, some of the findings, 
such as heteronormative language (discussed in Chapter 4), are likely to be found in other 
classrooms with other teachers. 
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CHAPTER 4: FINDINGS 
In this chapter, I introduce each individual case, including a description of the 
four teachers’ backgrounds, experiences, and schools. “Careful description of the 
settings, people, and events is one of the main contributions of qualitative research” 
(Miles et al., 2014, p. 332). In this way, the reader can get a sense of the participants’ 
experiences that led them to become choral directors and some of their initial thoughts on 
gender and its role in the classroom. After the brief introduction of each participant, I 
discuss my analysis of the data. Table 2 provides the names of each participant and 
provides a quick description of his/her program and school. 
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Table 2  
Overview of Each Case 
Participant Gender ID Years 
teaching 
Choirs taught School demographics 
Abby Female 4 Concert (SATB)  
Chamber (SSAA)     
A Cappella (SATB)  
Enrollment 2,031      
Female 49.2% Male 50.8% 
White 40.1% Hispanic 24% 
Bob Male 35 Madrigals (SATB)  
Concert (SATB) 
Treble (SSA) 
Enrollment 2,428           
Female 50.2% Male 49.8%  
White 29.5% Hispanic 26% 
Chris Male 5 Concert (SATB)     
Beg. Women's (SSA)  
Adv. Women's 
(SSAA)  
Enrollment 1,859            
Female 51% Male 49%    
White 54% Asian 27% 
Diane Female 16 Adv. Concert (SATB)  
Beg. Women's (SSA)  
Adv. Women's 
(SSAA) 
Men's (TTBB) 
Jazz Choir (SATB) 
Enrollment 1,704           
Female 50%  Male 50%    
White 60%  Asian 15% 
 
The Participants  
Abby 
At the time of my research, Abby was in the fourth year of her teaching career 
and the fourth year at her current school. She received her bachelor’s degree in 
Instrumental Music Education from a midwestern university, but she had also taken 
choral conducting classes. Abby’s parents strongly supported her decision to pursue 
music education in college, she said, partly due to the lack of support her mother received 
when she majored in music. “My mom’s parents were like yeah, you can still play piano 
and stuff and sing in choirs here, but like you need to go to law school afterwards” 
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(interview, November 4, 2015). Abby’s mom was a lawyer until Abby was five years old, 
and then she became an elementary music teacher. Abby shared that many of her friends 
thought because she was smart, she should go into science or a field in which she could 
make more money than music teaching. 
School and classroom. The school in which Abby taught was located in a more 
rural area than most schools in the same county. I passed several farms along with 
suburban neighborhoods on my drive there. Houses varied in size, but most were single-
family homes. The school building was built in 1988 and has since been renovated, but it 
is over capacity, as are many of the other schools, and several trailers sit on the property 
for some classes. The music classrooms were located on the bottom floor towards the 
middle of the building. There were two large ensemble rooms, one for band and orchestra 
rehearsals and the other for choir and guitar ensemble. The entrance to the choir room 
was located at the back of the room where instrumental lockers lined the wall. The 
classroom had three tiers in a semi-circle and a spacious front area with a grand piano set 
slightly stage right.  Behind the piano was a chalk board and a built-in sound system. 
Chairs were placed on the tiers, and a music stand was on the floor to the right of the 
piano. 
Overall, the classroom environment was welcoming; students greeted each other, 
and Abby attempted to greet each student by name. Students spoke respectfully to Abby 
during rehearsal, although they were at times off-task and talked to each other, especially 
when Abby isolated one voice part. Both rehearsals were fast-paced, however, to keep 
students engaged as much as possible. 
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Choral program organization. Abby began her position by teaching one choir 
class at a high school and band at a middle school. She spent the next two years building 
the high school choral program by recruiting singers from guitar classes and starting an 
afterschool choir club, which became an a cappella group. During her third year in the 
position, the club became part of her official class schedule. During the time of my 
research, she taught three choirs (concert choir, chamber choir, and a cappella), along 
with AP music theory, band, and art.  
Concert choir represented the freshmen, entry-level choir—a non-auditioned 
group with many first-year singers. The other two groups were auditioned or required 
director’s approval. A Cappella Choir, a mixed ensemble, primarily performed pop 
music. This choir developed from an afterschool club. The interest shown by students in 
the A Cappella Choir helped the choir to become an excellent recruiting tool. At the time 
of the study, Abby’s third choir was Chamber Choir, an advanced women’s choir. Abby 
shared that although she did not know if she would maintain the group as an all-women 
ensemble, she stated that she enjoyed having an advanced group for the girls, and they 
seemed to enjoy the challenging music. 
Bob 
Bob was in his 35th year of teaching at the time of my initial interview with him. 
He was raised near a large northeastern city. His mother wanted him to play piano, but he 
fell in love with the accordion. He chose to attend college away from home at a Catholic 
university. His intention had been to major in math and minor in music; however, the 
university required all students to minor in philosophy, and because a math major left 
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him little room for music electives, he decided to major in music education. He began 
teaching in the 1960s in a mid-Atlantic suburb. He was not happy there, however, and 
after one year, moved to a Catholic school in a nearby city, where he taught for 11 years. 
Bob left teaching for about two years but returned to teach public school in the county in 
which he taught at the time of my research, and in 1985 moved to that school as a part-
time teacher. In the 1990s, the school implemented the International Baccalaureate (IB) 
program, which essentially turned the school into a magnet school for gifted students. 
Bob spoke at length of the problems the IB program created for him and other elective 
teachers: because the IB students were required to take a set number of classes with 
specific IB electives, it was difficult for them to take regular electives like drama, art, and 
music. Even so, he was quite proud of some of the accomplishments of IB alumni, some 
of whom had been students in his music classes.  
Bob’s parents did not have college degrees, and they fully supported what he and 
his brother wanted to do. He described his father’s frequent statement: “You want to be a 
ditch digger, then be a ditch digger, but be an educated ditch digger” (interview, 
November 17, 2015). His mother had hoped Bob would be an engineer, but his parents 
never forced him to follow their wishes. He mentioned being sad that his parents did not 
live long enough to see his accomplishments in music.  
School and classroom. The school where Bob taught was originally built in 
1942, with the last addition built in 1988. Although in the same county as Abby’s school, 
Bob’s school was situated in a more urban setting near the county’s government center. 
The school was a magnet school for the county’s International Baccalaureate program; it 
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served local students within the school’s boundaries, but also served students around the 
county for this advanced academic program. As Bob reported, this was both a blessing 
and a curse to the music and other electives programs at the school. 
Bob’s classroom was also located toward the center of the building, with close 
proximity to the auditorium. The entrance was located in the front stage right corner of 
the room. Electronic keyboards lined the walls near the entrance; the room opened to 
seated risers in a semi-circle on which the choir rehearsed. There was a grand piano and 
an upright acoustic piano in the middle of the floor with a music stand between them, and 
behind them was a chalkboard and sound system.  
The overall environment was visually welcoming. Students entered the classroom 
chatting with each other and almost immediately asked Bob questions about the 
upcoming auditions (Madrigals) and money collections for fundraising (Treble Choir). 
The Treble Choir took more time to settle in after the bell rang than the chamber group. 
This could be due to a combination of the number of students in the room and the fact 
that the chamber group was mostly upper-class students with more choral experience. 
Most of the students remained engaged during the rehearsals; however, the pacing was 
rather slow once Bob transitioned from vocal warm ups to repertoire, and the rehearsals 
were fragmented. Bob often stopped the singing for lengthy explanations or discussions. 
Choral program organization. At the time of my research, Bob taught three 
choirs as well as piano, IB music, and AP music theory. Madrigals, a small, select SATB 
group, often performed in the community or in connection with other local choirs. They 
had recently performed at a local college. Treble Chorale was comprised of about 30 
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girls, mostly new singers. The Concert Choir had about 40 students and sang SATB 
repertoire; its membership was comprised of girls with advanced skills who had 
“graduated” from Treble Chorale, and entry-level boys. Bob shared that although one of 
his colleagues had 40 boys in one class, Bob did not have that many in two classes, yet he 
had more boys than in prior years. The discussion of enrollment and the program’s 
organization led back to discussion of the challenges the IB program presented, due to its 
demanding curriculum that left little room for non-IB electives such as chorus. 
Chris 
Chris was in his fifth year of teaching at the time of his initial interview. Chris 
began his college career as a vocal and tuba performance major, then transferred to a 
local university where he majored in choral education. He had a “rough junior year and 
student teaching” experience, so when he went out to look for a job, his “heart wasn’t 
really in it” (interview, February 11, 2016). He took a part-time elementary music 
position in a nearby school system, which allowed him to perform and “get [his] 
emotional life back together in terms of [his] love for teaching” (interview, February 11, 
2016). After networking at local conventions and other events, Chris accepted an offer 
for the position he held at the time of my research, originally as a part-time teacher for 
three choirs. With a lot of recruiting over a three-year period, Chris was able to build the 
choral department, and at the time of this study, taught full-time; his load included three 
choirs, AP music theory, and assisting with one of the bands.  
Chris had considerable support in his decision to pursue music as a career; both 
his mother and grandfather were opera singers. He admitted that although he enjoyed 
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performing, he “did not want to travel the world from opera house to opera house” 
(interview, February 11, 2016). He said that music education was his calling. 
School and classroom. The county where Chris taught was full of new 
development, so Chris’s school was relatively new, built in 2005. The area in which it 
was located appeared to be upper-middle class and densely populated, with many 
townhouses and single-family homes. At the time of the study, the school was over 
capacity, with several trailers located at the back of the building. The choral room was 
located on one side of the building next to the auditorium. The room was quite spacious 
and tiered in a semi-circle design, similar to other rooms described in this chapter. Open 
storage for string instruments lined the back wall. The room was bright and inviting, with 
a white/smart board at the front of the room, an upright piano stage right, and a podium 
and music stand in the center. 
The classroom environment was high-energy. Students entered conversing loudly 
and engaging Chris in conversation upon arrival. The rehearsals were fast-paced and 
active with lots of movement (seated, standing, moving into voice part circles, etc.). Most 
students remained engaged during the rehearsal; only a few took out their cellphones 
while Chris worked with other voice parts. Chris built in down time during his 90-minute 
rehearsals for all students to check their phones or have a conversation for about five 
minutes. This also allowed him to take care of housekeeping issues with individual 
students. 
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Choral program organization. At the time of the study, Chris taught Beginning 
Women’s Chorus, Advanced Women’s Chorus, and an auditioned mixed choir. He 
expressed a desire to have a men’s choir but stated there were not enough men to form 
such a choir. He spoke briefly of another colleague who had a men’s chorus; he did not 
know how she was able to recruit that many male singers. In Chris’s program, all choirs 
experienced many genres of music. Each year, he chose a foreign language on which to 
focus; during the time of this research, the focus language was Italian. Every spring the 
school presented a pops concert, for which everyone had the opportunity to learn 
choreography. 
Diane 
Diane was in her 16th year of teaching at the time of my interview with her. 
Diane first knew she wanted to be a choral director when she attended a district chorus 
event in high school: 
Some students from a local university taught a rehearsal, and one of the 
students had so much energy and directed like nobody I had ever seen 
before; she clapped and stomped her feet and everything, and I just sat 
there and thought, I want to do that, and I want to do it like that. And that 
just stayed with me. (interview, February 18, 2016) 
Diane grew up playing piano in her small-town church, so it was no surprise to 
anyone when she decided to pursue music education as a career. Like the other 
participants in the study, Diane also had a background in instrumental music, with piano 
as her main concentration and voice as her minor.  
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School and classroom. Diane’s school opened in 2000. It was not far from 
Chris’s school and served the same demographic: upper-middle class. Diane’s classroom 
was arranged much like Chris’s with semi-circle tiers, a white/smart board at the front, 
and an upright piano. Diane, however, did not have a music stand at the front. During her 
rehearsals, she either conducted from the piano or carried her music around the room as 
she conducted. There was a moveable white board stage right of the classroom that 
contained quotes and inspirational sayings on one side, with the rehearsal plan on the 
other. 
The classroom was full of energy during both rehearsals I observed. The students 
entered engaged in conversation. Diane attempted to greet each by name if she was not 
already conversing with a student. As soon as the bell rang, students knew to be seated 
and ready to sing. The rehearsals were fast-paced and focused on the plan written on the 
white board. The men’s choir rehearsal involved a lot of movement (seated, standing, 
walking, and then moving to a different part of the room for sight-singing). Students were 
engaged, and when off task, Diane was quick to re-engage them. 
Choral program organization. When Diane began teaching at this school, there 
was an SATB chamber choir, beginning women’s choir, advanced women’s choir, and a 
jazz choir. “I really, really wanted to have a men’s choir because that’s just something 
that I guess I personally have a passion for. I wanted to get guys singing” (interview, 
February 18, 2016). She began to offer some afterschool singing opportunities for boys in 
the school; over time those opportunities attracted enough boys to form a class. At the 
time of my research, Diane’s program included an SATB jazz choir (which had “the 
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hardest audition process”), a large SATB choir which met before school (all students 
were required to be in one of the choirs that met during the school day), beginning 
women’s chorus, beginning men’s choir, and an advanced women’s chorus. All groups 
except the jazz choir sang a wide variety of standard literature: “old, new, fast, slow, 
classical, modern, multicultural, the whole thing” (interview, February 18, 2016). Diane 
decided that after years of auditioning freshmen for the more advanced groups, the 
auditions were a disservice to them:  
I realized that even the most advanced freshman, they would [have that] 
deer in the headlights [look] when they approached some of the literature 
we were doing, because you kind of gear your advanced literature to what 
a high school senior can do, so a freshman sitting there, even a really 
advanced freshman, would be sitting there like I say, like deer in the 
headlights. (interview, February 18, 2016) 
With the girls especially, Diane found that having the freshmen together provided a 
bonding opportunity before they branched out into different choirs. “There’s also a 
maturity level. There’s a big difference between an 18-year-old female and a 14-year-old 
female” (interview, February 18, 2016). 
Table 3 describes the types of ensembles I observed.  
 
Table 3 
Choral Directors and Choirs Observed 
 Women’s Chorus Men’s Chorus Mixed Chorus 
Abby X  X 
Bob X  X 
Chris X  X 
Diane  X X 
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Participant Commonalities 
All four of the participants had different journeys to becoming choir directors; 
however, they shared some common ground. Although all four of them had instrumental 
backgrounds, they all found their way to choral conducting. Abby and Chris were in the 
beginnings of their teaching careers, whereas Diane was in the middle, and Bob was 
looking towards retirement. Albeit not a focus of the analysis for this study, I sensed a 
generation gap between Bob and the others. Bob was the only participant who seemed 
less than enthusiastic about programming music outside the traditional Western canon. 
Much of his interview focused around frustrations of having to fight for students to keep 
his program’s enrollment up. Abby seemed to have experienced the most differential 
treatment due to her gender, even though it seemed to be experienced in the band world 
rather than in her choral teaching. Each of the directors sought respect from their 
colleagues and administrators and had a sense that they needed to defend the existence of 
their music classes. 
In the following section, I analyze the data gathered through the interviews, as 
well as that gathered from the classroom observations. 
 Findings 
The discussion of my findings uses the research questions as a starting point. The 
first research question focused on the constructions of gender that the teachers may have 
held consciously about their students, if any. The second research question investigated 
whether these consciously held constructions of gender manifested in the director’s 
teaching, organization of ensembles, and choice of repertoire. All of the participants were 
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conscious of some gender biases they held about their students, revealed through the 
interviews. Issues such as the need to justify having a women’s ensemble as the most 
advanced group in the choral program suggested that such an ensemble is not believed to 
be as valid as a mixed ensemble. SATB repertoire is often considered to be more difficult 
than that sung by women’s choirs (Wilson, 2013), and one conductor seemed to 
deliberately choose simpler repertoire for his women’s choir, as will be discussed in 
detail later in the chapter.  
Another commonly held construction was that of treasuring the boys in the choral 
program. All participants except Diane expressed not only the need to recruit boys, but 
also that in some ways their programs were not successful because they did not have as 
great a number of boys as other directors they knew. Three conductors put the boys into 
an advanced mixed ensemble even though they were beginning singers. Placing these 
boys into a group that the girls had to audition for “explicitly suggest(s) that female 
singers are less valuable than male singers” (O’Toole, 1998). Abby was the only 
conductor whose mixed ensemble represented a beginning group. Bob and Chris placed 
all of their boys in a more advanced choir regardless of their singing experience and held 
the beginning boys to higher expectations. Abby, Bob, and Chris also expressed the need 
to provide more encouragement to the boys in their programs so that they would stay in 
the program. Overall, Diane seemed to be more self-aware of her constructions of gender. 
She openly admitted that she worked with boys and girls differently. She also admitted 
that when she began teaching men’s chorus, she thought the boys would not like any 
repertoire that was poetic. 
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The third research question focused on unconsciously held constructions of 
gender. These were constructions that the participants did not express in their answers to 
interview questions because they were not aware that they held such perceptions about 
gender. Each participant manifested some unconsciously held constructions of gender in 
their teaching which manifested in language they used in the classroom, in how they 
addressed students, and in the analogies and examples they used to illustrate a musical 
concept. All of the directors used some sort of gendered language in the classroom, some 
seemingly appropriate for the people in the room and others not. Diane also used a 
heteronormative example of love to motivate her singers through a phrase. 
Themes discussed in this chapter were derived both from the literature and from 
the data itself. The themes are organized by gender biases that were held consciously 
(directly discussed by the participant) and gender biases that were held unconsciously 
(those that surfaced through behavior in the classroom). Gender biases held consciously 
included those of Attitudes of Hegemonic Masculinity, Dismissal Treatment of the Treble 
Choir, Differentiated Teaching Practices for Boys and Girls, and Treasured Boys. Gender 
biases held unconsciously included those of Gendered Language and Heteronormativity, 
Hegemonic Masculinity, and Gendered Interactions. 
Gender Biases Held Consciously 
This section addresses the first two research questions for ease of discussion. For 
the purposes of this research, gender biases consciously held by participants are defined 
as those to which the participant willingly admitted through statements during interviews.  
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Attitudes of hegemonic masculinity. As defined in Chapter 1, hegemonic 
masculinity represents behavior that displays what is considered to be “normal 
masculinity” that sometimes reflects men dominating women. Hegemonic masculinity as 
a concept goes beyond the relationship between men and women; the concept also affects 
relationships among men, in that it forms a hierarchy of masculinity, often excluding 
homosexual men (Connell & Messerschmidt, 2005). Evidence of hegemonic masculinity 
appeared in the ways the teachers related to boys in their classes and in Chris’s concerns 
about how his sexual orientation might be perceived. About speaking to boys, Abby 
shared: 
One student does band and choir and also plays football. I feel like I have 
to talk about “boy” things. I tend to just say in passing, “You have a nice 
voice.” I try to keep it casual when working one-on-one with him. 
(interview, December 8, 2015) 
Abby also used a lot of sports imagery in her instruction, comparing choral 
rehearsals to football practice. She used this language to help her connect to the boys, 
both in choir and those she hoped to recruit. Such language gave evidence to her 
acceptance of the ideas espoused within hegemonic masculinity, particularly that males 
are all equally engaged with sports.  
Bob related to the boys in his program by “riding the guys harder, giving them a 
hard time” (interview, December 2, 2015). “Um, but I won’t tell you some of the things 
that I’ve said. They know it’s meant with love and I wouldn’t say it to them if I didn’t 
like them” (interview, November 17, 2015). Diane expressed similar tendencies: “I know 
that I’m tougher with the guys just in the way that I will give them a hard time” 
(interview, February 18, 2016). This became evident in the men’s chorus class I 
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observed. Some of the students claimed it was one boy’s birthday. The boy denied it. 
There was some back and forth discussion about whether it was his birthday or not, and 
finally Diane asked, “Well, should we sing you Happy Birthday or not?” This started 
another argument within the choir, the boy finally said, “No.” Diane smiled and said 
jokingly, “Well, if it is your birthday, I hope you have an awful day” (observation, 
February 18, 2016).  
Diane admitted that when choosing repertoire for her men’s chorus, she initially 
went in with the stereotypical attitude that boys needed to sing sea chanties and songs 
about being tough, masculine men: 
 [but] guys love to sing tender, passionate love songs. They love that 
poetry. They want to sing that lovey-dovey stuff. They like that emotional 
stuff . . . they don’t want fluff . . . if that story is there and the music is just 
good solid music, they are attracted to it. (interview, February 18, 2016) 
Abby, Bob, and Diane shared that they felt more successful in building 
relationships with boys if they talked about sports and gave them a hard time, thus 
playing into the assumption that all boys relate best to hegemonic masculinity. 
Chris, however, had a different perspective when relating to the boys in his 
program:  
This is how I can best help society, in terms of being that strong emotional 
leader for, especially for my guys, who don’t . . . who tend to think they 
have to be this ultra-masculine person, and for the students who are 
questioning their sexuality it’s good to see . . . Mr. T, a straight man 
getting engaged or getting married, and he’s still this strong, emotional 
person that’s vulnerable, but strong at the same time . . . Especially when, 
you know, our society really values that ultra-masculine, sports, 
lumbersexual . . . I feel like giving them a different view of what a person 
can be—still be successful and still be well liked. (interview, February 11, 
2016) 
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It seemed clear to me that Chris was aware of hegemonic masculinity and its 
pervasiveness in our culture. This awareness made him determined to try to change that 
climate, at least within his classroom, by providing a different role model. Chris wanted 
to deconstruct the current norm of the male image, just as Butler (1988, 1990/2007) and 
Connell and Messerschmidt (2005) challenged norms; however, many choral directors 
continue to ask on choral director social media forums for the best sea chanty or “manly” 
piece for their men’s choir to sing. When seeking out repertoire for any ensemble, 
directors should instead look at the musical and educational qualities of the piece so as to 
offer a variety of repertoire for their choirs to sing. 
Dismissal treatment of treble choir. One particularly troublesome gender bias 
emerged from Bob’s interview and classroom observations related to the overall attitude 
and treatment of the Treble Chorale that he taught. Although only found in Bob’s data, I 
believe this supports much of what is found in the literature discussed in Chapter 2 
concerning the hierarchy of choirs, with women’s chorus often being ranked lowest 
among choir voicings (Wilson, 2010). Levy (2016) stated, “Patriarchy is most commonly 
understood as a form of social organization in which cultural beliefs and institutional 
patterns accept, support, and reproduce the domination of women and younger men by 
older or more powerful men” (p. 1).  
Another way patriarchy may be enacted is through the “devaluation of women by 
men” (Levy, 2016, p. 1). Bob’s Treble Chorale was comprised of “mostly the newest 
singers. Although some of them have been in three years or four years and they just like 
that type of sound. Um, I choose simpler music for them” (interview, November 17, 
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2015). On first glance, it may seem logical that he chose simpler music because many of 
the students were less experienced singers; however, later in the interview, when asked 
about choosing repertoire for his different choirs, Bob said: 
So, with the Treble Chorale, the stuff we’re doing is really quite simple, 
and they can do better. They can do more difficult work, uh at this point; 
in fact, one of them said, “This is only two parts.” I said, “Yeah, well, you 
know.” In fact, a lot of it is in unison and she noticed it. She’s a senior 
who has just started taking voice lessons and a kid who gave me not a 
huge amount, but some trouble, and she’s really come along. Um, I 
thought, “Yeah, I’m kind of selling you short. Not intentionally, ‘cause 
you could do more.” (interview, November 17, 2015) 
It appears from this statement that choosing easier music for the Treble Chorale was not 
based on the group being comprised of many new singers but represented a decision on 
the teacher’s part that may have indicated a gender bias. Bob chose the repertoire and set 
the expectations for the ensemble, so it is unlikely that this was accidental or 
unintentional. This attitude was not limited to the girls in Treble Chorale but seemed to 
include all of the girls in the program. As he continued to discuss repertoire, he 
mentioned that every year they sang Handel’s “Hallelujah Chorus,” stating:  
And it’s beyond them, it’s beyond the sopranos as far as range, and I tell 
them here’s how you’re going to sing the high notes (mimics mouthing 
words). Just mouth it. Don’t sing what you don’t have. Just come back in 
when it goes lower. They’re ok up to an F, the G and the A are MMMM 
(makes so-so gesture with his hand). (interview, November 17, 2015) 
The first time I sang the “Hallelujah Chorus” was as a high school freshman, and 
my high school choral department performed it each year as well. I do not recall having 
any trouble singing the soprano part. I do remember spending lots of time warming up to 
those high notes and working on vowel placement for those sections, something I did not 
witness in Bob’s rehearsals. While observing him teach Treble Chorale, he repeatedly 
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gave the girls permission to fail. During the brief warm up, he commented: 
You’re over shooting it, so it’s not quite getting it. This is where we 
separate the girls from the women . . . A couple of you get there and then 
it flattens. You know what that means; you really don’t have it. Ok. How 
many of you are 14 or 15? (About 75% of the class raises their hands). 
See, you’re a very young group. And that’s ok. You’ll get old like me 
someday, if you’re lucky. That note is very high for girls your age. 
(observation, November 17, 2015) 
Bob did not spend time working on this higher range. Once they got up to that range and 
“failed,” he gave up and moved on. There was no attempt to reshape the vowel or to 
develop the tone. This may also be indicative of Bob’s subconscious bias that the “girls” 
were not capable of doing more, or, perhaps they were not worth the extra effort on his 
part. It reinforced his statement of selling them short, although the data do not give a 
clear indication of Bob’s intention in this context. 
Bob’s choice to sell his Treble Choir short on repertoire was detrimental to the 
music education of those “girls.” He knew he was doing it, but that did not seem to 
change his approach, nor did he seem apologetic about it. West and Zimmerman (1987) 
explored what it means to “do gender,” a precursor to Butler’s (1990/2007) concept of 
gender as performance. They claimed that “doing gender means creating differences 
between girls and boys and women and men, differences that are not natural, essential, or 
biological.” In other words, these perceived differences might not represent accurate 
assumptions. Bob perceived that the girls in his Treble Choir were not able to perform 
challenging music; they were different than the young men in his mixed choir who 
performed more difficult music. At the same time, Bob admitted that the girls could do 
better, yet dismissed the comment from his student related to the easy nature of one piece 
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of music. This type of patriarchal attitude does not serve the students well either as 
musicians or as people. 
Bob seemed to be the only one to hold this attitude toward a treble choir. One 
difference may be that the other directors had advanced women’s choirs in their 
programs. Abby’s women’s chorus was her top chamber choir, and both Chris and Diane 
had a beginning and an advanced women’s chorus in their programs. I did not observe the 
beginning women’s choirs that Chris taught, nor did I observe Diane with either of her 
women’s choirs; however, what struck me about Bob’s situation was his nonchalant 
attitude toward knowingly selling his women short. 
Differentiated teaching practices for girls and boys. All four participants 
expressed that they worked with girls and boys differently. “Yeah, there is [a difference]. 
I don’t know how to articulate it, though” (Abby, interview, November 4, 2015). Abby 
stated that the women’s chorus, as a group, “keep themselves settled down more” 
(interview, November 4, 2015). They seemed better at self-regulating than the co-ed 
groups; she noted that the girls in the women’s ensemble were “much more into sharing 
their emotional state” (interview, November 4, 2015). Frydenberg and Lewis (1993) 
studied coping strategies of adolescents and found that “females use more social support  
. . . and more emotional expression” (p. 255) to cope with stress. Abby enjoyed teaching 
the women’s choir and thought it was good for those students to experience an all-girls’ 
class.  
Although Abby did not have a men’s chorus, she did get a chance occasionally to 
work only with the boys in her mixed ensembles when they split into sectional rehearsals. 
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She noted, “they’re more focused when it’s just them . . . they are more engaged, and 
they like having the attention just on them and their voices.” Abby shared that the boys 
were receptive to her as a teacher, and that her gender did not inhibit her interactions with 
them.  
Abby acknowledged that she had a different classroom management style for the 
girls’ group versus the mixed ensembles:  
With the girl class, I really never try to get really aggressive with them, 
because I don’t feel they need me to . . . the co-ed is a bit more, I’m like, 
come on, get it together. Like being stern with them, and with the girls I 
don’t do that as much (interview, November 4, 2015). 
Bob saw himself as a “grandfather figure” to the girls with whom he worked. He 
noted that last year he had a female student teacher who “worked a lot with those girls 
and . . . that really helped them. Mostly they . . . well she was very young . . . but also 
because they could hear it in the female range” (interview, November 17, 2015). 
Reflecting on how he worked with girls in the Treble Chorale versus the girls in the 
mixed ensembles, Bob said he could “have more fun” with the girls in Treble Chorale. “I 
can tease them . . . Remember girls, all men are pigs. You know, and they look at me like, 
‘Aren’t you a guy?’ But it’s alright, it makes them think, I have a good time with them” 
(interview, November 17, 2015).  
As for working with boys, Bob said:  
Do I treat the guys differently? I think I do; in one way I encourage them 
more, because I’m so desperate to keep the guys. So, I do think I tend to 
praise them a little bit more, so as to build up their confidence. (interview, 
November 17, 2015) 
Kimmel (2013) argued that teachers give boys more attention in the 
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classroom:  
Teachers call on boys more often and spend more time with them. They 
ask boys more challenging questions than they do girls and wait longer for 
boys to answer. They urge boys to try harder, constantly telling boys that 
they can do it. (p. 193) 
Bob admitted to occasionally losing his temper with the boys, but that he had fun 
with them as well. He seemed more concerned with his treatment and teaching of the 
boys. They deserved encouragement and confidence; however, the girls were given 
permission to fail because they “didn’t have” the notes. 
Chris’s main concern in working with girls seemed to stem from a concern for 
appropriateness: “knowing when to or not to enter a conversation, especially anything 
sexual in nature or about inappropriate clothing” (interview, February 11, 2016). Ely, 
Meyerson, and Davidson (2006) suggested that instead of avoiding situations in which 
one worries about being correct or appropriate, it is better to engage and “tackle” the 
problem. “Abandon the need to be ‘right’ about perceived offenses or to be ‘innocent’ of 
prejudice. Instead, learn what’s fueling tension and how you might interact more 
productively” (p. 1). There is great fear among teachers, especially males, about lawsuits 
and being accused of inappropriate behavior with students, especially anything that could 
be interpreted as sexual in nature. Mills (2004) explored why there were so few men 
teaching in Australia and concluded that many men avoid the teaching profession because 
they feared others would incorrectly suspect them of being gay or having “paedophilic 
intentions” (p. 30). This fear, among others, may keep teachers from engaging in 
meaningful conversations with students about “appropriate” behavior or clothing.  
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Chris also spoke about the challenge of vocal modeling for the girls. Although 
Chris was able to sing in falsetto and used it quite often in the classes that I observed, he 
could not model the appropriate vocal timbre because the male falsetto is a unique sound 
that female voices cannot duplicate (Douglas, 2016). To compensate, he used analogies 
to try to explain the quality of sound he wanted to hear. 
Chris observed that girls “tend to be distracted by the guys in mixed choir” 
(interview, February 11, 2016) and that they were not as focused on the music as they 
were on each other. Chris said he could be more “playful” with the women’s choir 
because they could joke and regain their focus much faster, so they got their work done. 
Wilson (2010) discussed both positive and negative outcomes of having males in choir, 
and many participants answered that there was “a lack of desire in males to put forth their 
full effort. The word ‘distracted’ was used on many occasions” (p. 141). Treble choirs 
had more focus than the mixed choirs. This is similar to Bob’s comment that he could 
tease the women in his Treble Choir. Chris also expressed that he took great care to 
balance “flowery” music with pieces of more substance for the women’s choir; their 
repertoire did not consist of all love songs and poetry. 
When asked about working with boys in choir, Chris stressed that boys and girls 
had different social challenges. He focused again on the need for him to model a love of 
music and pride in his talent, rather than worrying about being cool. Chris mentioned 
several times through the interview that his expectations of students and his teaching 
styles were based on his perceived musical ability of the students, not their genders. 
When asked about the differences in working with girls and boys together versus 
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separately, Diane admitted,  
I know I am different in those environments. I mean I know I treat boys 
different than I treat girls because I know that I’m tougher with the guys 
just in the way that I will give them a hard time or make jokes or 
whatever, and I wouldn’t necessarily do the same things the same way 
with the girls . . . When you have close to 50 girls in a room, there’s the 
possibility for lots of good things and there’s the possibility for lots of 
scary things. I want them to work as a group. And I do see the 
stereotypical thing that the guys really do tend to bond together very 
quickly, and the girls don’t necessarily—you know small pockets of them 
will bond together but they don’t necessarily bond as a group. (interview, 
February 18, 2016) 
Diane mentioned that she needed to keep a much faster pace of teaching with the 
men’s choir and that it was a much more physical experience—lots of movement 
(standing and sitting and changing formations). She said she believed that the boys 
thrived on friendly competition, so she incorporated that into the rehearsal. Kohn (1992) 
explored how competition affects productivity and performance in education and 
different professions. “American males are simply trained to win” (Kohn, 1992, p. 168). 
Boys do not necessarily want to be liked, but they want to be envied (Kohn, 1992). Diane 
“challenged” them to see who could sing a certain passage, clap a pattern, or lead warm 
ups. “Guys in a room by themselves are fearless. You put a couple of girls in there and all 
of a sudden the dynamic changes, but you get only the guys in a room, they are fearless, 
they will do anything” (interview, February 18, 2016). 
Treasured boys.  One of the main factors in the structure of the choral programs 
in this study was enrollment and how the school structure has unintentionally created an 
undervaluing of women, as discussed in this section. In examining all the high school 
choral programs in the two school systems in which I conducted my research, I found 
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they had similar structures: an advanced mixed chorus, a beginning mixed chorus, and a 
beginning women’s chorus; some had an advanced women’s chorus. Only 25% of the 
high schools in these two systems had a men’s chorus. All four conductors said they had 
more girls than boys enrolled in their programs. An underlying concern among these four 
teachers regarding the structure of their choral programs was recruitment and retention of 
boys. At two of the four schools, the boys were placed in a class with more advanced 
girls, thus creating a greater challenge for the boys than the girls in the ensemble. Some 
of the boys were new to singing, setting higher expectations for them than for the 
beginning girls who were placed together. This also created an unfair advantage for the 
boys; they did not have to be as advanced in their singing abilities to be in the top chorus. 
Girls that perhaps had better skills were placed in the second tier Advanced Women’s 
Chorus.  
Chris expressed some concern that his mixed choir was not functioning well. 
“Just because I have a bunch of freshmen boys in the mixed chorus, that just kind of takes 
away from some of the smoothness of the rehearsal because they need more attention” 
(interview, April 19, 2106). This also created a culture in which boys were treated as 
special (O’Toole, 1998). Chris said, “I definitely feel that especially in chorus and in 
drama, the boys are more coveted just because there’s always a plethora of girls” 
(interview, April 19, 2016). There was also a sense that boys needed more 
encouragement so that they would stay in chorus. Bob said, “I encourage them (boys) 
more because I’m so desperate to keep them” (interview, November 17, 2016). The 
number of boys enrolled in choir represented one of the biggest factors in choosing 
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repertoire for Abby, especially for her concert choir, because the group was comprised of 
many first-time singers. In Abby’s case, her top group was a treble choir, so that meant 
that her concert choir was comprised of both beginning girls and boys. 
Diane was the only director who did not mention numbers when talking about 
how she organized her choral program. She shared, “I wanted to have the girls separated 
and the guys separated because I felt each would thrive better” (interview, February 18, 
2016). Although I could not find evidence in the literature to support or refute Diane’s 
claim that boys are fearless when in a class without girls, Freer (2009) interviewed boys 
about their experiences in high school choir, and one boy said that, “the way the new 
teacher handles the men’s ensemble is to make them feel important. That feeling 
translates into . . . a lot of guys from middle school who see the men’s ensemble as ‘cool’ 
and want to join” (p. 347). Many of the other boys Freer interviewed talked about the 
importance of navigating voice change with confidence and ease, and that it was done 
best when around other guys going through the same thing. 
Gender Biases Held Unconsciously 
This section addresses the third research question: whether or not teachers held 
unconscious gender biases and if so, how those biases affected their teaching. Within this 
research, I define gender biases which are held unconsciously as those revealed through 
indirect statements in interviews and behaviors in the classroom.  
Gendered language and heteronormativity. All of the participants in this study 
used some form of gendered language, many addressing students by the terms ladies, 
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gentlemen, girls, and boys. “The ways in which men and women talk—and the ways in 
which we are talked about—are deeply gendered” (Messner et al., 1993, p. 123). In the 
classroom, Abby addressed her students either by name or by voice part, mostly avoiding 
gendered language; however, she did use the phrase you guys several times in both 
classes. Bob addressed students in his mixed chorus by name or voice part; however, he 
addressed students in his women’s chorus as “girls.” Although the students were between 
the ages of 14-18 and not yet legally adult women, I found it bothersome that Bob chose 
to call them girls, especially when saying things like, “This is where we separate the girls 
from the women” (observation, November 17, 2015), implying that their efforts were 
likely not going to be “good enough.” Bob’s language provided an example of 
infantilization, in which people are treated or regarded as infantile or immature.  
When teaching his mixed chorus, Chris addressed the whole group as “you guys” 
twice. When teaching his women’s chorus, Chris addressed the students as “ladies” four 
times, “Good work, ladies” and “you guys” six times––“Are you guys having fun?” 
(observation, February 11, 2016). Although phrases such as you guys have come to be 
used as all-inclusive terms meaning everyone, this gendered language effectively 
excludes the women in the room, which in this case was everyone but the teacher.  
Diane addressed students as ladies, gentlemen, or by voice part in the mixed choir 
rehearsal. Her language was more informal during men’s chorus, as most of the time she 
addressed them as “guys.” This is not without problem, as there was no mechanism for 
me to know if all of the boys in the room identified as heterosexual males. Another 
example of heteronormative language occurred when Diane tried to get the choir to sing a 
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long phrase by using the following analogy:  
Can we look at measure 11 and hold out measure 14 all the way? There is 
a pretty girl waiting at the end of the measure. So, if you keep your style 
all the way to the end of the measure, you’re going to get the pretty girl. 
(observation, February 18, 2016) 
Although many of the students responded with cheers at the mention of the pretty 
girl, the analogy assumed all the boys in the room identified as heterosexual and wanted 
the pretty girl at the end of the phrase. Diane’s language provided an example of how 
heterosexual privilege is present in everyday life (Jackson, 2006). There was no way of 
knowing in this context what the sexual preferences were of the students, and although 
none of them argued with the analogy, it cannot be assumed that it was applicable to all 
of them. Volokh (2014) stated that the 2013 National Health Interview Survey found that 
1.8% of men 18 and older self-identified as gay. Because the percentage of males who 
self-identify as gay is relatively small, it becomes easy to reinforce heteronormativity.  
Hegemonic masculinity. This category appears in both the gender constructions 
held consciously and unconsciously sections. This demonstrates that although the 
directors may have some awareness of hegemonic masculinity in society, they may not 
realize how they are contributing to the furthering of this phenomenon. From statements 
made in his interview, Chris clearly understood the social impact of hegemonic 
masculinity on his students. He wanted to provide a different role model that did not 
reinforce hegemonic gender norms; however, in the classroom, Chris also used a 
hegemonic image of men. During warm ups with his mixed choir, Chris used call-and-
response phonation exercises, incorporating different sounds and syllables. This led to a 
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lengthy discussion on resonance and accepting the voice that one has, which particularly 
focused on the boys. “You can have a tenor sing (demonstrates a throaty-voiced scale) . . 
. or you can have a 6’ 13” bass that has the neck the size of a bucket (sings with 
resonance and round vowels)” (observation, February 12, 2016). Even in this musical 
teaching example, Chris equated the bass to being more “manly”—taller, large in stature 
with a resonant voice, thus implying that a tenor does not possess these qualities, and is 
instead, less manly or even more feminine, with a higher voice, and thus, a less desirable 
sound. 
Bob and Diane also unconsciously contributed to furthering hegemonic 
masculinity. Bob told his women’s chorus that “all men are pigs” (interview, November 
17, 2015), which not only reinforced the hegemonic image of males but seemed to 
condone it. It sounded like a joke, but in reality, he was telling the girls that it is okay 
because all men act like that, when in reality, it is certainly not okay, and not all men act 
like pigs. As mentioned earlier, Diane’s use of the image of the girl at the end of the 
phrase not only confirmed heteronormative imagery and language, but also confirmed the 
hegemonic image of the man “getting” the woman––that women are to be conquered or 
claimed. Abby’s comments about feeling as if she had to talk to boys about sports and be 
nonchalant complimenting a boy about his voice reinforced the notion that singing is not 
a masculine activity; she almost had to trick them into joining chorus. 
Gendered interactions. While observing each rehearsal, I kept track of students, 
using a tick-mark system, as they raised their hands to initiate interaction with the 
teacher. The system captured the perceived gender of the students and tracked the 
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interactions as positive (teacher engaged the student), negative (teacher engaged, but then 
stopped the interaction), and neutral (teacher had a simple one-word answer). I also 
tracked any missed interactions, whereby students raised their hands but were not 
engaged. 
Overall, I found that the teachers missed very few interactions, and those that 
were missed were simply not seen. Abby missed more interactions with female students 
than male in her mixed choir, however, the girls interacted with her more overall. None 
of the teachers appeared to purposely ignore a student’s raised hand. Most of the 
interactions in all of the rehearsals were labeled as neutral; the student had a simple 
question and the teacher provided a simple answer (What page are we on? When is the 
concert?). In the mixed ensembles, each director had more overall interactions with girls 
than boys, meaning that more girls raised their hands than boys. The percentage of time 
spent with each perceived gender closely matched the percentage that gender represented 
in the classroom. For example, Abby spent 70% of the time with girls in her mixed 
chorus, but they represented 70% of the class.  
Summary of Findings 
The four participants in this study offered different perspectives on how 
constructions of gender affect teaching, yet they had some common experiences as well. 
All demonstrated some form of heteronormativity in the classroom, primarily with the 
language they used to address the singers or with the analogies used to teach a concept.  
Each director discussed differences in how they worked with boys and girls. One 
common difference was how they could “joke” with the opposite sex more than with 
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students of their same sex. Gorham and Christophel (1990) studied the use of humor in 
the classroom. They claimed that teachers used humor to “reduce tension, to facilitate 
self-disclosure, to relieve embarrassment, to save face, to disarm others, to alleviate 
boredom, to gain favor through self-enhancement, to entertain, to convey goodwill, or to 
accomplish some similar goal” (p. 58). Although this study did not examine humor as a 
teaching strategy with the opposite sex versus humor used with the same sex, such a 
study might provide an interesting comparison. I observed that each director joked 
around a bit more with their single-sex ensemble than with their mixed ensembles. 
The classroom observations revealed some commonalities and differences in 
teaching style. The most significant conclusion was that on the whole, all of the 
rehearsals looked the same. In fact, they seemed to be structured just the way O’Toole 
(1994a) described them, patriarchal in nature. The director got up in front and the singers 
were subordinate. That is not to say there was a lack of discussion or participation on the 
singers’ parts, but the overall structure of the rehearsal was just like any other. Choral 
music’s history has been dominated by the contributions of men, as composers, 
historians, theoreticians, performers, and conductors. These “canonized” contributions 
have created the standards by which music is determined to be worthy of study and 
performance (O’Toole, 1994a). 
All four participants used more academic (technical) language with their 
advanced choirs than with the beginning groups. This was most evident in preparing sight 
singing exercises. At the time of this study, all of the choirs were preparing for state 
choral assessments in which they would be adjudicated on a sight singing exercise. When 
  107 
preparing the exercises with their lower tiered group (single-sex or mixed), the directors 
talked about what measures would be more difficult, and discussed key signatures and 
solfege, but the advanced choirs talked about “dynamics” and “phrasing” instead of “how 
loud” or “where to breathe.” I wondered why the directors did not pay more attention to 
building the vocabulary of their beginning choirs. I wondered if they assumed the 
beginning singers would not understand technical language; however, if that language 
was never taught, students were denied the chance to learn it. 
Chris and Diane spent a lot of time on vocal technique with their less experienced 
choirs. For all of Bob’s complaining about his Treble Choir having challenges with 
higher registers, he spent very little time on technique, a clear example of treating that 
choir differently based on their gender. When directing mixed choirs, three of the four 
directors gave most of their focus to the tenors and basses (men in these classes). Abby 
was the only one who almost ignored the men in her mixed choir all together. She spent 
most of the class standing between the sopranos and altos. 
Abby and Diane were the only directors who admitted to teaching boys and girls 
differently. Abby had a hard time articulating what the difference was, but Diane was 
very clear that rehearsals with the men’s choir included more physical activity and some 
healthy competition, both of which were observed in her rehearsals. Bob said that aside 
from giving the boys a hard time and joking with the girls, he thought he treated boys and 
girls equitably; however, the rehearsal observations showed quite the opposite when it 
came to the Treble Choir. 
Many factors influence how gender is perceived in the high school choral 
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classroom. My study was based on an extremely small sampling of what may be 
encountered, but I do not believe that these were isolated incidences. Many choral 
directors face the challenges enrollment brings to create balanced choral ensembles that 
are educationally sound, as well as the heteronormative, hegemonic, and patriarchal 
attitudes common in our society. Enrollment requirements reinforce these attitudes 
through the class structures they create, in which boys are seen as more desirable because 
there are so few and are treated differently. This is why continued research in the area of 
gender construction in choral and other classes is necessary, as will be discussed in 
Chapter 5. 
Discussion 
All of the participants taught girls and boys differently. There is debate about 
whether this is the best way to approach education. Many of the teachers in Roulston and 
Misawa’s (2011) study did not think that gender played or should play a significant role 
in their classrooms; however, Roulston and Misawa’s study was conducted with 
elementary music teachers, where every class was co-educational, so there was no debate 
about whether or not to separate by sex. This does not, however, make gender disappear 
in the classroom. The elementary students in their study were also younger and in a 
different social stage in their development, so there may not have been as much or the 
same kind of distraction as when boys and girls are in class together. 
I advocate acknowledging gender in the classroom, with the understanding that 
gender is not limited to boys and girls, and there are differences among people in any 
gender category. Not all (insert any gender category) behave, sing, and learn in the same 
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way. It means getting to know individual students and what they need in the classroom. 
Each ensemble differs not only in musical ability but also in energy level, personalities in 
the group, and willingness to try new things; directors ideally need to get to know each of 
their ensembles and be willing to adapt their teaching accordingly. 
Language Use in the Classroom 
Sumara and Davis (1999) stated that heteronormative culture means learning to 
“see” straight, to “read” straight, to “think” straight” (p. 202). I would also add “talk” 
straight to this list, as heteronormativity is often revealed through language. 
Motschenbacher (2011) defined Queer Linguistics as a new approach to the “discussion 
of the relationship between language, gender, and sexuality” (p. 149). Queer Linguistics 
“takes issue with all linguistic mechanisms that lead to heterosexuality being perceived as 
the naturalized norm” (p. 152). This may be experienced in the use of pronouns or other 
generalized ways of speaking to groups of people, often using male nouns to include 
women. Chris and Abby both used the term guys when referring to girls in their choir 
rehearsals. Although American society has deemed this term to mean “everyone,” it does 
in fact leave out girls and women. It is also a very casual way of addressing a group, 
rather than the teacher using professional language. 
“How language is used and what word choices are preferred affects people’s 
stereotypes and judgments of themselves and others” (Huot, 2013, p. 1). Bob’s use of 
“girls” and especially his comment about “separating the girls from the women” 
represents a form of infantilizing female students and undermines their worth in the 
classroom. Huot (2013) compared the infantilization of women to another form of 
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patriarchy, that of emasculating Black men by calling them “boys.” This was a signal 
through language that Black men were powerless, and language can have the same effect 
on women. 
It is important to note that all four teachers displayed some form of 
heteronormativity in their language choices. Even Diane, who of the four teachers was 
possibly the most conscientious about her language choices, did not avoid it when 
teaching her men’s chorus. Although she was very careful to address students in the 
mixed choir by voice parts, her analogy of the girl waiting at the end of the phrase was a 
clear example of heteronormativity. Bob, on the other hand, did not seem to make any 
effort to avoid heteronormativity in his classroom. Chris spoke a lot about treating 
genders fairly in his instruction; however, in the classroom, he addressed his women’s 
chorus as “guys” several times. This illustrates how teachers may think they act one way, 
but their practice demonstrates something different. 
Madson and Shoda (2006) addressed the challenges of trying to avoid gendered 
language in writing. “The dilemma writers face is what they should do instead” (p. 275). 
The same challenge exists in spoken language. Being aware of differences in the 
classroom including gender identity, sexual preference, class, and race, can inform a 
teacher’s choice of language, and hopefully support and encourage students in the 
classroom. 
Gendered language is something that must change. Changes are being made at 
school district levels as more and more districts remove gendered language from choral 
ensemble names as a way to make sure that all students are welcome; however, it will not 
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matter if the ensemble name is changed if the choral director still uses traditional 
gendered language during instruction. Ideally, directors might address singers by their 
individual names or voice part. Although this may be viewed as making gender invisible, 
it is more inclusive. 
Structuring of Choral Program 
Teachers have very little control over enrollment. Many spend lots of energy 
organizing pyramid concerts to connect singers from elementary through high school, and 
field trips to have high school choirs sing at middle schools, but in many cases, the 
guidance department at the school looks at numbers and places students based on 
convenience of scheduling. Curricular requirements often take up student electives. Chris 
was concerned not only with recruiting and retaining boys in his program, but with his 
overall enrollment each year. “My job is always on the line, because I need to have the 
right amount [sic] of students” (interview, February 11, 2016). He expressed frustration 
with guidance counselors who scheduled students without knowledge of their proper 
choir placement, as well as frustration with the lack of cooperation from middle school 
teachers. 
They [middle school teachers] plan out their [students’] high school 
timeline in middle school, and they schedule their uh, this new econ class, 
that everybody has to take in their sophomore year; and if they take a 
language, that means they have no electives whatsoever. We lose a lot of 
sophomores. I went from a women’s choir of 30; I think 10 of them are 
still there. (interview, February 11, 2016) 
Recruiting and retaining boys in chorus throughout their high school careers is 
challenging, considering how North American society views the idea of boys singing 
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(Sweet, 2010; Williams, 2011) and the expectations of masculinity imposed on boys 
(Harrison, 2004; Ramsey, 2013). Caleb, a middle school chorister interviewed by Sweet 
(2010) said, “I thought it was kind of goofy to sing. Like only girls were supposed to 
become professional singers and stuff” (p. 5).  
Structure impacted all of the directors as well. Each teacher experienced having 
many more girls enrolled in chorus than boys, causing them to find creative ways to form 
balanced choirs from unbalanced enrollment numbers. “Directors expect male singers to 
be fewer in number and more difficult to recruit than females” (O’Toole, 1998, p. 15). In 
the spirit of deconstructing the typical choral program structure, Diane decided to have a 
before-school mixed choir so that she could have a class with all the boys together during 
the day. She said this was the best way to teach them to sing with courage and 
enthusiasm. Chris and Bob pushed the boys into an advanced group because they did not 
have enough boys, according to the school system requirements, to form a class by 
themselves. This caused difficulty when the younger boys had to keep up with the more 
experienced girls in the class. This not only disadvantaged the boys who may have fallen 
behind because the music was too difficult; by choosing easier music for the less 
experienced boys, the girls may not have been challenged enough. Abby was the only 
conductor whose top group was a treble choir, so the boys in her program were in a 
beginning mixed choir. O’Toole (1998) argued that this hierarchy of SATB choirs as the 
most valued is “rigid because the choral value system is dogmatic; not only is it 
unquestioned, it is considered blasphemous to do so” (p. 15). Nearly all of the directors 
talked about the need to relate to the boys differently than the girls and to recruit boys 
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using masculine imagery, or, as in Chris’s case, to consciously fight the hegemonic 
expectations and to provide a sensitive, authentic role model for the boys in his program. 
Society still views choral singing as a feminized activity; boys are often made fun 
of, especially in school, for being a part of the choir program. This begs the question of 
why recruiting boys seemed so important to these particular teachers. Yes, one must have 
boys to have a mixed chorus, but having a mixed chorus does not truly determine the 
quality of the music program. There are plenty of women’s choruses that present high-
quality performances. Although the success of the music program should not rest on the 
percentage of boys and girls enrolled, frustration lies in “what to do with” only a small 
number of boys. Local school systems require a certain minimum number of students to 
enroll in a class; the school system where I taught required an enrollment of 20 students 
in order to run a class. The school, in likelihood, would not permit placing eight boys in a 
class by themselves, even though it could be extremely helpful for those boys to learn 
proper vocal technique and how to navigate voice change during puberty in a small class. 
This situation places the choral director in the awkward situation of figuring out what to 
do with only eight boys in a mixed choir with 20 girls.  
If teachers cannot change school system policies concerning enrollment number 
requirements or change curricular requirements, teachers need to develop other structures 
to ensure that both boys and girls benefit in a choral program One way is to change the 
perception of the hierarchy of choirs (O’Toole, 1998), meaning that the top choir does not 
have to be a mixed choir. If a program has a limited number of boys and most are 
beginners, it may not be educationally sound to place them in an advanced choir and hope 
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they can keep up. I believe a better approach may be to split the large number of girls into 
beginners and advanced singers, placing the beginning boys with the beginning girls and 
turning the women’s chorus into the top choir. 
Patriarchal Attitudes 
Patriarchal attitudes in choral music education manifest in different ways. Some 
may show up as male privilege. For instance, when asked about being treated differently 
during his pre-service teaching because of his gender, Bob said, “I’ve never been asked a 
question like that” (interview, November 17, 2015). This was an unexpected but not 
surprising response, as many times men are not asked such questions. This illustrates how 
male is seen as the norm. “Historically, choral music has been organized almost 
exclusively around the contributions, achievements, and advancements of men. Male 
composers, performers, and conductors have received central attention in historical and 
theoretical analysis of music” (O’Toole, 1994a, p. 5). After some thought, he eventually 
said that no, he did not feel he was treated differently. Bob’s comments suggest he has 
experienced a form of male privilege, but he has not acknowledged it.  
Other forms of patriarchal attitudes are more subtle, like the continuing 
importance placed on singing from the Western canon of music. All four participants 
talked about the Western canon as being part of the repertoire that their students studied 
and performed. Although all mentioned that they also sing “other music,” that phrase 
alone reinforces that all non-Western music is still considered “other” in high school 
choral programs. “Discourse concerning what is considered ‘quality’ music, how music is 
thought about and listened to, and how music is talked about in terms of appreciation and 
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aesthetics has been crafted in large part by men” (O’Toole, 1994a, p. 5). This discourse 
may prevent teachers from programming music from many different traditions. Bob 
spoke at length about various large musical works his school music department had 
performed during his tenure. He expressed his strong belief that teaching the Western 
canon of music represented a contribution to the choral conducting profession. Bob then 
talked of what he felt was his greatest accomplishment, the choral department’s 
performance in 2014 of Mozart’s Requiem with a hired orchestra. His top group sang the 
entire work, and he added the other groups into parts he thought they could learn. 
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CHAPTER 5: CONCLUSIONS AND FUTURE RESEARCH 
This research investigated what, if any, constructions of gender high school choral 
directors held, and how those constructions affected the directors’ teaching practices in 
the classroom. The four participants in this study came from very different backgrounds, 
had different journeys to becoming choral directors, and were in different places in their 
careers. They held different views and had different experiences related to the subject of 
gender. Yet those different perceptions had some things in common. All of the directors 
projected some form of heteronormativity and hegemonic masculinity in their 
classrooms, mostly evident through their language choices when addressing the singers or 
in the analogies they used. All demonstrated patriarchal attitudes through musical bias 
toward the Western canon of music and in how they treated the students.  
Conclusions  
Themes discussed were derived both from the literature and from the data itself. 
The themes were organized by gender biases that were held consciously (directly 
discussed by the participant) and gender biases that were held unconsciously (those that 
surfaced through behavior in the classroom). Gender biases held consciously included 
Attitudes of Hegemonic Masculinity, Dismissal Treatment of the Treble Choir, 
Differentiated Teaching Practices for Boys and Girls, and Treasured Boys. Gender biases 
held unconsciously included those of Gendered Language and Heteronormativity, 
Hegemonic Masculinity, and Gendered Interactions (see Table 4). 
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Table 4 
Themes From Findings 
Gender Biases Consciously Held Gender Biases Unconsciously Held 
Attitudes of Hegemonic Masculinity 
Dismissal Treatment of the Treble Choir 
Differentiated Teaching Practices for Boys 
and Girls 
Treasured Boys 
Gendered Language and Heteronormativity 
Hegemonic Masculinity 
Gendered Interactions 
 
From all of this, I concluded that music education seems to be stuck. Much of this 
has to do with teaching pre-service music teachers the same way as they have been taught 
for decades. Choral directors today face the same challenges that I faced when I was 
teaching secondary choir a decade ago: scheduling conflicts, recruiting and retaining 
singers during all four years (especially boys), and overall rehearsal structure was the 
same (conductor up front, singers in chairs, warm up, sight sing, rehearse repertoire for 
the next performance, repeat). 
In additional to these ongoing challenges, choral directors are still trying to teach 
the “universal singer,” who does not exist. Chris said that the way he taught was based on 
the musical needs of the students, not their gender. This way of “seeing” a student, just 
based on academic performance, is like teaching a disembodied voice and ignores the 
student as a person. This is reminiscent of the genderless students in the textbooks I 
reviewed in Chapter 1. These textbooks, still used today, reinforce the idea that all 
singers of a certain age can and should be taught the same way. Yet, poststructural 
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feminist theory claims that everyone (not just women) experiences life in a way unique to 
the individual; therefore, not all students can be taught the same way. They each come 
with their own set of experiences, strengths, and challenges (St. Pierre, 2000). 
There seems to be a disconnect for some teachers between how they perceive they 
treat students and their behavior in rehearsals. Chris was very proud to speak about his 
passion for squelching the ultra-male role model in his classroom; however, he 
immediately used that same ultra-male model for his bass voice example in class. Bob 
said, rather hastily, that of course, he treated boys and girls fairly, yet he showed 
something quite different in his treatment of his Treble Choir. I argue secondary choral 
directors are so focused on the next performance, assessment, or contest, that many forget 
to examine the purpose of choral music education. It is just that, after all––education. We 
do not call it choral music rehearsal. No one majors in Choral Music Rehearsal. One 
majors in Choral Music Education. I wonder where the education has gone and how we 
can get it back. 
Implications for Music Education  
Change requires both time and discussion about exactly what needs to be changed 
and how it should be changed, and even when it should be changed. Levy (2016) stated, 
“Often, scholars as well as other social critics look to the educational institution as a 
potential avenue of either conservative social reproduction or social change” (p.2). In my 
study, I found that not much has changed in choral music education and how directors 
run rehearsals. Similarly, O’Toole (1994b) found that the power structure in the choral 
rehearsal has remained the same: singers led by the conductor through warm-up 
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exercises, and then rehearsal of repertoire, preparing for the next performance. Change 
might begin when choral directors consider their opportunities for changing this structure. 
Teachers could consider the reasons for performances and whether that represents the 
most important purpose of choral music education. If it is not the most important purpose, 
then teachers might consider how the structure of a choral rehearsal could change to 
allow for a different power structure and more focus on students’ needs in the classroom.  
My study found that even though some participants did not think they treated 
boys and girls differently in their classrooms, observations of teaching showed that they 
did, mainly through the language used in the classroom. Through their study about 
teaching boys, Raider-Roth et al. (2008) discovered  
the need to make discussion of gender and relationship explicit in 
teachers’ professional practice. Most essentially, [the findings of this1 
study] highlight the complexity of these discussions and the need for a 
variety of professional development processes to help teachers to learn to 
see their relationships with children and to see themselves and their 
students as individuals who wrestle with the socio-cultural forces of 
gender. (p. 447) 
Raider-Roth et al. (2008) may have focused their study on teaching boys, but this quote 
may apply to any teaching situation. Teachers need to consider the importance of using 
inclusive language in the classroom, whether it be gender neutral language, such as 
addressing singers by name or voice part (do not leave out the female tenors by 
addressing them as “men”), or realizing that not all boys in the room may want to pursue 
the “girl at the end of the phrase.” 
 
1 “This study” refers to Raider-Roth et al. (2008). The brackets were part of the original text by 
those authors. 
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As Campbell (2018) stated, “issues of equity and fairness stand at the center of 
most definitions and applications of social justice in education, particularly with regard to 
curriculum, pedagogical approaches, and community relationships” (p. 74). Poststructural 
feminists use the deconstruction of language and power in their work for social justice 
(St. Pierre, 2000). Social justice in education is closely tied to multicultural education, 
which does not only apply to race and ethnicity, but also encompasses “gender, class, 
exceptionality, religion, sexuality, and language” (Banks & Banks, 2013, referenced in 
Campbell, 2018, p. 78). I do not believe that educators should teach in a gender-blind 
way; rather, they need to develop gender sensitivity. 
Gender is not something that can be overlooked if teachers are to connect to 
students effectively, particularly as more students become courageous enough to explore 
their gender identities and sexuality at the secondary school age and younger. According 
to a study conducted by Tel Aviv University, in 1991 the average coming-out age was 25; 
in 2010 it was 16 years old (American Friends of Tel Aviv University, ScienceDaily, 
2011). Teachers need to enter into discussions of how these issues may be addressed in 
classrooms so that they can create safe spaces for all students. As I discuss in the 
limitations section of this chapter, beyond the small sample size, none of the teachers in 
this study identified as a gender other than male or female. I believe that teachers who 
identify as transgender or by another gender identity would bring very different 
perspectives and experiences to research, as would knowing if students in class also 
identified differently.  
Doan (2010) explained the struggle of living authentically as a transgender female 
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in both her personal and professional life. One can only imagine that a transgender choral 
director or someone who does not identify as male or female may be uncomfortable 
teaching an ensemble called “Women’s Chorus” or “Men’s Chorus.” Some individuals 
are not able to live authentically in that context. The same questions and requests appear 
on choir director forums to which I belong: “I’m so excited I have 18 guys in choir this 
year! I need suggestions for a good sea chanty.” These requests could read, “I need 
suggestions for a well written piece for male changing voices that has deep and 
meaningful text.” Secondary choral music education seems stuck in a rut. The only new 
discussions that have begun, which although important and were mentioned earlier, 
include how to be welcoming and inclusive of transgender and gender non-conforming 
students in choir, but even these conversations have stayed largely on the surface: What 
should I name my choir to remove gender from the title? What should my choir wear? 
The deeper, more difficult conversations about language use in the classroom have yet to 
come, perhaps out of fear or a loss for where to start. 
Bob, in particular, revealed sexist views of the girls in his Treble Chorus. His 
treatment of them, both in calling them girls and viewing them as incapable of singing 
challenging music such as the “Hallelujah Chorus,” perhaps provided the most blatant 
examples of patriarchal attitudes in the study. Bob’s comments that he did not push the 
singers on the high notes because “they just don’t have it” (interview, November 17, 
2015) may appear compassionate at first, but actually represents a form of “denial of 
discrimination” (Barreto & Ellemers, 2005, p. 76). Denial of discrimination is the “idea 
that achievement in society is due to merit, rather than to discrimination” (p. 76). In other 
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words, the girls would be able to sing the notes if they had the ability; the difficulties 
have nothing to do with how Bob taught or challenged them. In reality, he could not 
know of what they were capable if he never challenged them. Bob’s perception that the 
girls could not sing that literature caused him, not to challenge them but rather, to assume 
they could not handle challenging music. Instead, he gave them music that did not enable 
them to achieve their musical potential, even though other some students recognized this 
shortcoming. There is no way of knowing how such denigrating treatment may affect the 
girls in other aspects of their lives. 
This is just one example of how detrimental gender biases can be. I also have no 
way of knowing if Diane’s analogy of the girl at the end of the musical phrase alienated 
any of the students in her Men’s Chorus, but there is a possibility that one or more of 
those boys did not identify as heterosexual, and if Diane used similar analogies 
frequently, those boys may not feel they belong in that ensemble, or anywhere else in the 
school. Gould (2004, 2007) has written that she often has felt out of place because she did 
not always perform the gender of woman as expected. Questions of gender perception are 
not isolated to the choral classroom, either, but warrant continued research in all areas of 
education. 
“Doing empirical research offers a powerful opportunity for praxis to the extent 
the research process enables people to change by encouraging self-reflection and a deeper 
understanding of their particular situations,” (Lather, 1986, p. 263). Banks and Banks 
(1995) implored teachers to take time for “reflective self-analysis” (p. 156), to uncover 
attitudes towards different ethnic, gender, and social-class groups. “Many teachers are 
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unaware of the extent to which they embrace racist and sexist attitudes and behaviors that 
are institutionalized within society, as well as how they benefit from these societal 
practices” (p. 156). It is time for choral music educators to examine current practices and 
draw from other areas of education to initiate changes. When asked to reflect upon their 
experiences in the research, all participants said that it made them start thinking about 
how they worked with boys and girls in their programs and since participating, they had 
begun to reflect more on their pedagogical approaches to each ensemble.  
Many school systems have begun requiring gender neutral choir names, which is 
a good first step. Now it is time to deepen the conversation to include how one places 
students in the appropriate gender-neutral ensemble, inclusive teaching methods 
(including language use in the classroom), repertoire selection (the “boys” do not always 
have to sing sea chanties, and the “girls” do not always have to sing love songs), and 
most importantly, initiate teacher self-reflection. Many teachers are so used to teaching 
the way they have taught for so long that they do not “see” what may be wrong with it. 
They may not be aware that they perpetuate gender bias in their classrooms. Periodic 
peer-observations or video recording with a time for reflection and discussion with 
colleagues may be an eye-opening experience. 
It is time to, as St. Pierre (2000) said, “examine any commonplace situation, any 
ordinary event or process, in order to think differently about that occurrence” (p. 479). 
This includes how we are preparing future teachers in college and university music 
education programs. Texts, materials and concepts taught need to include more than how 
to run a rehearsal and program a concert. After all, I would argue that the production of 
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concerts is not the ultimate purpose of music education. Some examples would be 
including resources that teach not just about the music but about the different students 
that may be present in the classroom. These can include texts about neurodiverse 
students, transgender students (especially vocal challenges these students may face), and 
other marginalized groups. Professional development opportunities similar to the changes 
mentioned here for working teachers would also help to shift the current choral paradigm. 
Discussions about naming and dressing choirs and language use in the classroom may be 
part of choral methods classes allowing preservice teachers to engage in deep 
philosophical discussions about what is important to them as teachers. 
The conversations initiated in classrooms continue beyond the walls. The ideas 
developed in classrooms are carried out into the larger community. They may be 
discussed at the dinner table or at scout meetings. Education is not just about teaching 
facts and figures, or notes and rhythms, but about helping young people develop into 
curious, eloquent, and informed individuals. Under the right circumstances, students can 
develop the capacity to challenge and make changes to cultural norms. Concerns about 
gender, which are often linked to sexuality, are all around us. “The idea is not to 
degenderize practice, but rather to emancipate students’ reactions to and expectations of 
gender relations in the classroom and beyond” (McCarthy, 1999, p. 122). Instead of 
avoiding the issue, we must engage it. If teachers can lead their students in open and 
honest discussions about what that means to them, their school, their community, and 
their world, then hopefully students will be inspired to have the same discussions 
wherever they go. This could lead to more tolerant, better, and inclusive communities. 
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Limitations of the Study  
Each choral director had a unique background and experiences in his/her personal 
journey to becoming a high school choral director. These different experiences influenced 
each individual teacher’s constructions of gender in the classroom, and thus should not be 
considered representative of the experiences of all choral directors. 
Another limitation of this study was the limited number of classroom observations 
conducted. To keep this study to a manageable size, I observed each teacher twice: one 
time teaching a mixed ensemble and once teaching a single-sex chorus. To understand a 
teacher’s constructions of gender and his or her behavior based on that gender 
construction more fully, many more observations would need to be completed over a 
longer period of time.  
A third limitation of this study was the lack of any participants who identified as 
other than male or female. Because this study focused on gender and gender construction, 
it would have been particularly helpful to have at least one participant who could share a 
non-dichotomous gender perspective. 
Finally, another limitation of the study was that it did not include information 
about race, socio-economic status, or age/generation of the teachers or students. Another 
limitation is that in this study, I did not gather information about the gender identities of 
the students, which may have influenced the data analysis. This research project did not 
account for any of these factors. All four directors were White and seemed to come from 
middle-class backgrounds, based upon what they shared of their upbringings. The 
schools, however, were in very different areas and had different racial/cultural 
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atmospheres. This was not analyzed formally, but such a study might inform how gender 
is perceived in relation to race, ethnicity, or socio-economic status. Bob, who was nearing 
retirement age, was of a different generation, and I believe that played a big part in his 
gender bias. 
As stated earlier, gender is complex. It is important to consider the social situation 
in which one discusses gender and how that situation may influence the performance of 
gender. Although it is important to discuss the need for a non-dichotomous view of 
gender, this study concentrated on dichotomous constructions of gender, as all of the 
participants identified as either male or female, and there was no mechanism for knowing 
how students in the classroom observations identified. Working with both teachers and 
students that identify as other than male and female offers an area worthy of further 
research. 
Future Research 
The implications and limitations presented above suggest several areas for future 
research on the topic of gender construction in the choral classroom. I recommend further 
research in the area of gender perspectives and constructions in secondary choral and 
other classes, especially in the area of what are commonly referred to as “single-
gendered” choirs, like men’s and women’s chorus. A study including a larger sample as 
well as more observation opportunities could be conducted to see if the themes and 
conclusions in this study were unique to the teachers in my study, or if there is something 
more systemic occurring in music education. I strongly feel that future research including 
teachers who identify as other than male or female would provide a different perspective 
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on gender and how those teachers may perceive themselves, their students, and the role 
they play in the classroom. Another possible avenue for study is to investigate the 
diversity of the students taught, meaning students in the classroom who identify as other 
than male and female and how, if at all, does the idea of “men’s chorus” or women’s 
chorus” affect them. How does their presence affect the structure of the choral program––
classes offered, uniforms, repertoire selected?  
Additionally, further study in the area of single-sex choirs versus mixed 
ensembles could focus on whether or not boys taught in a class without girls are truly 
“fearless” as Diane posits. Other related topics include the effects of placing beginning 
boys into a more advanced ensemble when no men’s chorus exists. Chris mentioned 
frustration with how slowly his mixed choir progressed on their repertoire and how some 
of the beginning boys were holding them back. A future study might include exploring 
the experience of the directors, the boys, and the more advanced singers (boys and/or 
girls) in the ensemble. Because directors expressed the need to retain the boys they had 
recruited, a study like this could also incorporate whether the practice of placing the boys 
in a more advanced group helped to retain them in the choral program or not. 
This brings up a need to continue to study the commonly held tradition of the 
most advanced choir in a program being a mixed ensemble (large or small). All of the 
directors in this study expressed having many more girls in their choral program than 
boys, so if there is a need for an advanced women’s chorus, I wonder why Abby was the 
only teacher who designated her women’s chorus as the top group. I suggest studying 
whether or not a stigma remains around women’s choruses and if singers still perceive 
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repertoire for mixed choirs as more legitimate. 
Repertoire is still a needed area of study. All of the directors in this study were 
proud that their choirs learned and performed music from the Western canon, but also 
learned “other” music. There is a continuing stigma towards music from outside the 
western canon: world music, popular music, and even musical theatre repertoire. Choral 
programs are still not considered legitimate or successful if they do not perform western 
music. Music from the Western canon is highly gendered; this gendering goes far beyond 
the simple argument that there are more well-known male composers than female 
composers. Although musicological analysis was beyond the scope of my research, it is 
important to note that musicologist McClary (1991) examined a deeper form of 
patriarchy within the structure and composition of the Western music. “Structures 
graphed by theorists and the beauty celebrated by aestheticians are often stained with 
such things as violence, misogyny, and racism” (p. 4).  McClary noted that concepts such 
as cadences on a strong downbeat are considered masculine and those occurring on weak 
beats are labeled feminine; in opera, music written for a female character is often 
characterized as soft and passive.  
I suggest further research related to the inclusion of more non-Western music in a 
choral program and how that may affect the growth and success of the program. This 
would have to include a lengthy discussion about how to define success. Likewise, a 
study like this could be expanded to break the mold of the traditional choral rehearsal as 
well. “Choral pedagogy is often conductor-centered and lacks student agency,” (Perkins, 
2019, p. 73). My classroom observations revealed the same; the conductor stood in front 
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of the singers and dictated what was to be rehearsed, in what order, and how they were to 
learn it. Students were engaged solely through singing and reacting to instructions and 
feedback given. There was no discussion of the piece, and the directors did not solicit 
ideas from the students. O’Toole (1994a) found “that the conventions of choral pedagogy 
are designed to create docile, complacent singers who are subject to a discourse that is 
more interested in the production of music than in the laborer” (p. 2). Other areas of 
education are becoming more student-centered. I suggest research exploring how choral 
music education could also become more student-centered and how that may change the 
experience of choral students. 
Chris expressed a great deal of discomfort around conversations with girls in his 
program, especially concerning wardrobe or anything sexual in nature. I suggest further 
research to explore whether similar discomfort is held by other choral directors and if 
choral directors avoid difficult conversations. Perkins (2019) developed a choral-
dialoging course aimed at engaging students in conversation about social justice topics 
through choral singing and dialogue. Perkins shared, “My intention for the course was for 
students to critically engage with social justice topics through choral singing and 
empathetic dialogue” (p. 75). Perkins found that students participating in his study not 
only experienced increased empathy towards each other and opportunities to learn about 
the cultural experiences of their classmates, but also remarked about increased motivation 
to learn compared to their performance-based ensemble rehearsals or private practice. I 
suggest further research on this area of bringing dialogue into choral rehearsals. This 
could also contribute to breaking the mold of the current common rehearsal practices by 
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shifting the focus of choral music education from the emphasis on concert performance to 
one that spends time more deeply engaged in the music, text, and topics surrounding a 
composition. 
 In my study, I found that Bob and Chris were not aware of their practices in the 
classroom and how those practices may be interpreted as sexist and discriminatory. This 
study supports McCarthy’s (1999) research: “In order for gender sensitivity to become a 
central issue, much critical discussion is necessary that will enlighten teachers and inform 
their practice” (p. 121). Further research is needed to understand the possible roots of 
teachers’ constructions of gender. It would benefit them and other teachers to video 
record their rehearsals and analyze their language use, gestures, the students with whom 
they engage and how, and which students they may ignore. For example, Chris’s claims 
that he treats his students based on skill and not gender, or that he wants to portray a non-
hegemonic model of a man, may be challenged when he sees how quickly he turned to a 
hegemonic picture of a bass, tall and strong, with a deep voice. It would also serve to 
explore the teachers’ upbringing in more depth: in what kind of communities did they 
grow up? What were their religious beliefs, and how was gender viewed in relation to 
gender roles and how work was divided among the sexes? This would help inform how 
teachers have come to their own constructions of gender and what, if any, gender biases 
they hold that may affect their teaching practices. 
The textbooks commonly used in music teacher pre-service programs reinforce 
the concept of teaching the “universal singer” and aligns with O’Toole’s (1994a) 
concerns. These texts also do not discuss gender in the classroom beyond the male voice 
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change and an acknowledgment that girls also experience vocal changes. Apple (1991) 
argued that textbooks are not just a way to communicate facts, but they are “the results of 
political, economic, and cultural activities, battles, and compromises” (p.1). A designated 
group of people who hold a great deal of power within a society make decisions about 
what content in these books represented valid knowledge worthy of teaching. Further 
research is needed to understand how teacher education programs, music and otherwise, 
help preservice teachers become aware of their conscious and unconscious gender biases. 
If this is not being addressed, then it is time to discuss how gender construction studies 
could be implemented into a program and how it could directly address issues of gender 
to prepare future teachers to be more aware of such biases in both society and in their 
own thinking. 
If, as Green (1997) posits, schools are truly a microcosm of the larger community, 
then teachers have an opportunity to engage their students in discourses beyond the 
subject material of their syllabus. The classroom should be a safe place for students to 
explore ideas and wrestle with complex “truths” about gender, identity, politics, and life 
in general. Poststructural feminism deconstructs the ordinary in order to think differently 
about it. Choral music education is at a point where how gender is seen and 
acknowledged, or not, may have a significant impact on its future. The language used in 
the choral classroom both to address students and the language used in repertoire text has 
the power to include as well as to exclude students. This language use develops the 
discourses within classes and schools about who is included and important and whose 
voices will be heard. The discourse then reveals the power structure within a classroom–– 
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not just power between teacher and students, but between the music and the students, and 
among students. hooks (2003) claimed that it is important to both name problems and to 
“fully and deeply articulat[e] what we do that works to address and resolve issues” (p. 
xiv). Choral music education is in need of deconstruction and reconstruction into a new 
paradigm, one in which concerts are not the ultimate purpose, and all singers have a place 
to be seen, heard, and belong. 
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APPENDIX B: SURVEY QUESTIONS 
1. Your sex: Male______ Female________ 
2. What is your gender identity?   
• Female 
• Female to male transgender 
• Male 
• Male to female transgender 
• Not sure 
Other (please specify): _____________ 
3. Your highest degree earned: PhD/DMA____  Master’s_____ Bachelor’s_____ 
4. Years of teaching experience 
5. Levels taught: Elementary__ Middle___ High School___ Higher Education____ 
6. Current teaching position level 
7. Years in your current position 
8. How many choir classes do you teach? 
9. Do you teach a men’s chorus, or currently teach a class that has only boys? Y     N 
10. Do you teach a women’s chorus, or currently teach a class that only has girls? Y    N 
11. Do you teach a mixed chorus? Y    N 
12. Which chorus is your select choir? 
13. Would you like to participate in a case study on the topic of gender perceptions that 
choral directors may hold and how it affects their classroom practices? This will 
consist of an initial interview, two classroom/rehearsal observations, and an exit 
interview to be conducted September-December 2015. You need to have at least 3 
years of teaching experience and be in at least the second year of your current 
position. You must also teach a combination of men’s or women’s chorus, and mixed 
chorus. 
14. If yes, please provide your name and contact information here. 
Name: 
Preferred email address: 
Phone (optional): 
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APPENDIX C: PERMISSION TO CONDUCT RESEARCH 
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APPENDIX D: INFORMED CONSENT 
 
 
 
 
Protocol Title: Music Teachers’ Constructions of Gender in High School Choral Education 
Principal Investigator: Mary Ann East 
Description of Subject Population: High School Choral Directors 
Version Date: May 31, 2015 
 
Introduction 
 
Please read this form carefully.  The purpose of this form is to provide you with important 
information about taking part in a research study.  If any of the statements or words in this form 
are unclear, please let us know. We would be happy to answer any questions. 
 
If you have any questions about the research or any portion of this form, please ask us.  Taking 
part in this research study is up to you.  If you decide to take part in this research study we will 
ask you to sign this form.  We will give you a copy of the signed form. 
 
The person in charge of this study is Mary Ann East, a doctoral student at Boston University.  
The faculty advisor is Dr. Deborah Bradley.  Mary Ann East can be reached by email at 
meast@bu.edu or by phone at 571-278-9106. Dr. Bradley can be reached by email at 
deborah.bradley@utoronto.ca, and by phone at 647-993-5732. I will refer to myself as the 
“researcher” throughout this form.  
 
 
Why is this study being done? 
 
The purpose of this study is to investigate the gender constructions that high school choral 
directors may hold and how these constructions affect teaching practices. 
 
We are asking you to take part in this study because you are a high school choral director. 
 
Four subjects will be interviewed for this research study through Boston University. 
 
How long will I take part in this research study? 
 
We expect that you will be in this research study for 2-3 months.  During this time, the 
researcher will visit you at your school 3-5 times. 
 
What will happen if I take part in this research study? 
 
Boston University Charles River Campus (CRC) IRB  Page 1 of 4 
Consent Form Template;  
Version date:  December 13, 2013 
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APPENDIX E: PRE-OBSERVATION SEMI-STRUCTURED INTERVIEW 
GUIDE 
General background and perspectives of teacher's role: 
1. Tell me how you came to be a high school choral director. 
2. How did your peers, family, community members respond to your decision to 
enter this field? 
3. How do you want to be treated by others in your field? 
• Administrators 
• Other teachers 
• Parents 
• Students 
4. What do you believe you can contribute to the profession of choral conducting? 
5. In your pre-service teacher preparation, did you ever feel treated differently 
because of your gender? How? 
6. How do you view your future as a choral conductor? 
Gender and the music program: 
7. How do you organize your choir classes? Men’s, women’s, or mixed ensembles? 
8. What influenced your decision to organize your program in this way?  
9. Tell me about your experiences in working with girls in your choirs. What stands 
out for you? 
10. Tell me about your experiences in working with boys in your choirs. What stands 
out for you? 
  138 
11.  Do you notice any differences in your interactions between the women’s, men’s, 
and the mixed ensembles? 
12.  What influences your choice of repertoire for each ensemble? 
 Probe: Text, tessitura, style? 
13. As a male/female choral director working in a high school, what do you see that 
others outside the field might not? 
14. Is there anything that I haven't asked that you would like to add? 
 
Note: Questions 1-6, 10-11, 13-14 are adapted from Roulston and Misawa (2011), which 
were adapted from Cooney and Bittner (2001). Questions 7, 8, 12 are original to this 
study.  
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APPENDIX F: CLASSROOM OBSERVATION PROTOCOL 
Teacher:_____________________________ School:_____________________________ 
Ensemble:________________________________Grades:_________________________ 
Class Time:______________________________ 
(To be filled out prior to class beginning) 
Room Set Up (diagram) 
 
 
Number and Gender of students in class:_______________________________________ 
 
Number of interactions with female students:___________________________________ 
 
Number of missed interactions w/ female students: ____________________________ 
 
Number of interactions with male students: ____________________________________ 
 
Number of missed interactions w/ male students:________________________________ 
 
Repertoire Rehearsed:_________________________________________________ 
 
Other Significant Observations: 
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APPENDIX G: POST-OBSERVATION SEMI-STRUCTURED INTERVIEW 
GUIDE 
1. Please describe your experience through this process. 
2. Has your perception of gender in the classroom changed? If so how? 
3. What, if any, changes did you make in your interactions with students? 
4. Is there anything that I haven't asked that you would like to add? 
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APPENDIX H: CODEBOOK 
 
  
APPENDIX H 
Codebook 
Code Assignment 
 
Gendered Language 
 
Hegemonic Masculinity 
 
 
 
Heteronormativity 
 
 
 
Treasured Boys 
 
 
Working with Boys and Girls 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Definition/Explanation 
 
Teachers using boys, girls, ladies, gentlemen 
 
Teachers making examples of ultra-
masculine men, having to relate to boys 
through sports 
 
Language that assumes everyone in the 
room is heterosexual, use of “you guys” for 
both boys and girls 
 
Teachers expressing the need to recruit and 
retain boys in their choral programs 
 
Teachers discussing how they change or do 
not change their instructional strategies 
when teaching boys vs. girls 
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